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ABSTRACT 
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This study is focussed on the Third Sonata of Pierre Boulez. and specifically on 
the source material in relation to its unfinished state. The sketch material is 
investigated as an integral part of this analysis because of the light it sheds on the 
scncsis of the music and its scrial structures. The progress of the work, as revealed by 
the sketches, is cxamincd: detailed analysis is presented, which will also interest the 
performer seeking to understand more fully the compositional process and the issue of 
performer choice. 
In addition, the study includes a survey of the unpublished Formants of the 
Thirii Sonata, an examination of this material in the context of Boulez's 1957-58 
performances, and an assessment of their relationship to the published Formants. 
This study is framed by a consideration of the development of Boulez's style 
from the early unpublished piano pieces to the Third Sonata, an account of the 
publication of the work, and an assessment of its importance in the context of his 
subsequent artistic development. 
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PREFACE 
It is now some fifteen years since my first faltering attempts to become acquainted 
with Boulcz's Third Sonata. My pcrformanccs of the published Formants, in 1983.84, Icft 
me with mixed feelings -a continuing fascination with the music, tinged with a sense of 
frustration that I was still grappling with the complexities of the score and failing to impart 
a sense of cohesion to the music. The causes seemed to be rooted both in the incomplete 
state of the piece and in my lack of a structural grasp of the two completed movements, with 
their utilisation of the principle of performer choice. Over the next few years, I abandoned 
attempting to perform the work in its existing form, although I occasionally gavc 
performances of 'Constellation-Miroir' as a free-standing movement. 
When I decided to embark on a research project, attempting to relate my performing 
experience in twentieth-century music to analytical techniques, the unresolved question of the 
Third Sonata, with its unexplored issue of performer choice, seemed a promising area of 
investigation. The original intention was to attempt, through analysis, to examine the nature 
of performer choice in the work, and, in `so doing, to suggest a rational basis for the exercise 
of choice. The earliest sections of the study to be drafted attempt to investigate this issue. 
Already, however, problems were presenting themselves, with much of the music 
defying my attempts at pitch analysis. It was only at this stage that I became aware of the 
existence of a Boulez archive at the Paul Sacher Stiftung, Basel. Shortly afterwards I was 
able to obtain a copy of a studio recording which Boulez had made in 1958, consisting of all 
five Formants of the Third Sonata. From now on, the project took on a greater focus, both 
in attempting to realise the original intentions, and in expanding its scope as the extent of the 
sketch material in Basel became apparent. 
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During an cxtcndcd thrcc"month stay, Carly in 1996,1 was able to makc a dctailcd 
study of all the available sketch material in Basel relating to the Third Sonata. It was thus 
possible to obtain some undcrstanding of the compositional proccss, and to obscrve the moans 
by which the musical structure of the published Formants had been evolved from principles 
which wcrc essentially simple in themsclvcs. The question of the unpublished Formants, and 
an investigation of their relation both to the two completed movements, and to Boulez's 
subsequent development, occupied the second part of my time in Basel. 
Whilst it is always a temptation to regard the work one is currently studying as being 
the most important music ever written, the Third Sonata seemed, more and more, as my 
investigation continued, to occupy a central place in Boulez's output. I therefore embarked 
on a study of his piano music prior to this work in an attempt to understand the context. 
Again. I had the advantage that some unpublished material in manuscript form was available 
in Basel, and this provided a focus for my enquiries. Nonetheless, it cannot be pretended that 
my first chapter is anything more than an introduction to an enormous subject, the 
comprehensive treatment of which would require several further in-depth studies. The same 
must be said concerning the publication history of the Third Sonata which provided a 
fascinating, although inconclusive, new area of research at a late stage in this study. 
Perhaps the most worthwhile outcome of all was that, as a result of my investigations, 
I was able to obtain permission to give a performance of the Third Sonata, including a section 
of the unpublished 'Antiphonie', at the Purcell Room, London, in February 1997. The 
ordering of Form ants which I chose -'Antiphonie' -'Constellation-Miroir' -'Trope' - enabled 
me to address the problem of balance in the incomplete work by flanking the extended cgntral 
Formant with two shorter movements. This arrangement enabled me to give, for the first 
time, a performance which went some way to addressing the structural concerns which had 
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doggcd my carlicr attcmpts to pcrfonn this grcat music. 
A practical problcm in prcscnting the wwTittcn results of my rescarch conccrncd the 
qucstion of musical cxamplcs. One possibility was to restrict thcm to a fcw illustrativc 
quotations. However, when copying ßoulez's source material, it had been my intention to 
prescrvc, as far as possible, the actual layout of the sketches. These enormous shccts, of up 
to thirty-six staves, frequently give an impression of being an indecipherable series of faded 
jottings. Gradually, one becomes aware that they arc a meticulous record of the 
compositional process, the stages of which are laid open. Hence my decision to share much 
of the source material in the form in which I transcribed it. The appearance can seem untidy 
at times, but, with perserverancc, it is possible to identify virtually all of the sketches, and 
thus to determine the sequence in which individual sections of the work were composed. 
The intention of this study is, therefore, to contribute to the continuing debate 
concerning the structural issues raised by the Third Sonata, and to help to provide a context 
for future research into Boulez's working methods and his creative achievement. 
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CHAPTER ONE 
THE EARLY WORKS 
The works of Pierre Boulez chart the course of a compositional career already 
spanning over half of the century, and unquestionably of major importance in any 
consideration of the development of musical style during this period. Yet, whilst 
acknowledging Boulez's stature as a composer and the crucial influence he has exerted, one 
is struck by the curiously ill-balanced appearance of a catalogue of his music. A radical style 
appears virtually fully formed in the first published works, beginning with the Flute Sonatina 
of 1946, already a remarkable achievement from a composer barely out of his teens. A 
decade of tumultuous activity followed, during which Boulez's position as the leader of the 
postwar generation was confirmed by a series of works of astonishing boldness and 
consistency of purpose, culminating in the first performance, in 1955, of 'Le Marteau sans 
Maitre', which set the seal on his international reputation. A series of compositional issues 
were addressed and brilliantly solved, and the works themselves were accompanied by a 
regular flow of articles, by turns rigorously analytical and savagely polemical, in which 
Boulez identified the major aesthetic preoccupations of his generation and articulated his 
solutions. 
By the mid 1950s, the thirty year old composer was embarking on a second 
series of projects, the range of which is quite remarkable even by his own standards. Whilst 
exact chronology is a matter for speculation, the evidence suggests that works as diverse as 
the'Symphonie mecanique', the Third Piano Sonata, 'P11 selon pli' and 'Poesie pour pouvoir' 
were all conceived in the immediate aftermath of 'Le Marteau', to say nothing of the 
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continuing work on 'Structures'. and abandoned projects such as the solo flute piece, 
'Strophes'. and the incidental music for 'Orestie'. Yet it is in the midst of this plethora of 
activity that the first hints of a creative hiatus become apparent. The 'Symphonie macaniquc', 
with its astonishingly rcsourccful use of clcctronic sound, is withdrawn, as is 'Poesic pour 
pouvoir' after one unsatisfactory performance. Boulez has frequently expressed dissatisfaction 
with the comparatively crude technology available during this period, but the gradual loss of 
the creative certainties of the first decade is further evidenced by the protracted gestation of 
'P1i selon pli' and 'Structures Book II', both of which were finally released for publication in 
1962. The composition of the 'Third Sonata is more protracted still, the work being 
withdrawn in 1958 after a series of performances by Boulez of all five movemen% and only 
two movements being eventually published in 1962 and 1963. 
From now on, the rate of completion of works is reduced to a trickle: the orchestral 
piece 'Eclat' of 1965 proved to be only a first stage in the composition of an enormous (still 
incomplete)'work in progress', 'Eclat multiples', and whilst both'Cummings ist der Dichter... ' 
(1970) and'Rituel' (1973) have apparently reached their final form, Boulez has displayed an 
increasing, somewhat disconcerting tendency to revisit works which had seemingly been 
completed decades ago. Thus both the Char cantatas of 1948 have been the subject of such 
revision, as has the Third Improvisation from'Pli Selon P1?, and whilst the proportions of the 
pieces have remained largely untouched, the much greater elaboration of the orchestral writing 
has to some extent altered the character of the originals. Thus has the concept of 'work in 
progress' been extended back in time to cover the entire range of Boulea's output, with the 
tiny 'Notations' for solo piano (1945) still in the process of vast recomposition for orchestral 
forces. 
Various theories have been put forward to account for the marked reduction in the 
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rate of completed works after 'Le Martcau sans Maitre'. Among the least convincing is 
Boulcz's suggestion that it is indicative of a desire to exhaust the creative potential in the 
material: "As long as my ideas have not exhausted every possibility of proliferation they stay 
in my mind, and it is only when that has been completely achieved that I can get rid of them" 
(1), a statement in apparent contradiction of his trenchantly expressed view that choice lies 
at the heart of the creative process. The more prosaic explanation, that of creative exhaustion, 
is inconsistent with the evidence of continuing compositional activity. despite the growing 
demands of an international conducting career since the 1960s. It is certainly the case that 
he was dismayed by the widespread adoption of aleatoric procedures by many of his most 
gifted contemporaries during this period, and disillusioned by the intractable problems of 
harnessing electronic means to his compositional needs. Whatever the truth of the matter - 
and one suspects that all of these factors played a part - after 1962,13oulez's compositional 
career went into a decline lasting some two decades, a decline partly arrested by the 
appearance of'Repons', the various revisions of which have been punctuated by a number of 
shorter works. 
The Third Sonata stands at the crossroads of this compositional crisis, 
begun in 1955 in the immediate aftermath of 'Le Marteau sans Maitre', and still occupying 
Boulez in 1963, the year after the completion of 'Pli selon pli' and the second book of 
'Structures'. Until the recent appearance of'Incises', which started its existence as a short solo 
piano piece before being developed for ensemble into a piece doccasion for the ninetieth 
birthday of Paul Sacher in 1996, the Third Sonata had been Boulez's last work for the 
instrument which had been central to the establishment of his early reputation. The first two 
sonatas, written between 1946 and 1948, continue to astonish, in that music of such 
individuality could have been written by a composer in his early twenties. Here, the most 
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radical elements of the musical language inherited by Boulez confront one another with 
uncompromising directness, and with no evidence that the resultant highly individual style 
was achieved by stages through an apprenticeship. This perspective on Boulcz's first 
published works has been shifted to some extent in the last decade or so, first with the 
publication by Universal Edition in 1985 of the original piano version of'Douze Notations', 
dating from 1945. Then Gerald Bennett's excellent essay, "The Early Works" (2), lifted the 
veil on some of the unpublished music of the Lyons and early Paris years. Finally, with the 
acquisition of the Boulez archive by the Paul Sacher Stiftung, and publication of a catalogue 
in 1988 (3), it was possible to obtain a more comprehensive picture of the origins of Boulez's 
style, and of his piano music in particular. This chapter attempts to provide a context for the 
detailed consideration of the Third Sonata which follows, by tracing in general terms his 
evolution as a composer for the piano. Inevitably the following account relies heavily on 
secondary sources; however the intention is not to appropriate the researches of others, but 
to acknowledge them, and where possible to supplement them with observations drawn from 
the manuscript sources of Boulez's music. 
JUVENILIA 
The earliest surviving pieces by Boulez were written in 1942-43 when he was studying 
piano and harmony with Lionel de Pachmann in Lyons at the same time as, in accordance 
with parental wishes, he was undergoing a course in mathematical theory at the University. 
Gerald Bennett has drawn attention to a group of songs written during this year, and quotes 
the end of a'Berceuse' for violin and piano (4). Contemporary with these pieces must be the 
earliest complete piano work, an 'Andante and Scherzo', the manuscript of which is in the 
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Paul Sachcr Stiftung. The lack of any strong individuality in this music is, as Gcrald Bennett 
points out, unsurprising, given the limited range of IIoulcz's musical experiences at that date. 
although the fledgling composer is already showing a desire to imitate the more stylistically 
advanced aspects of the music he knew. as shown by the bitonal opening of the 'Andante' 
(Ex. 1.1). The 'Scherzo' (Ex. 1.2) evokes the Ravelian world of 'Valses Nobles ct 
Sentimentales', although the middle section of its ternary form structure does show some 
rhythmic individuality, albeit within a rather conventional melodic context (13x. 1.3). 
Boulez left for Paris in the autumn of 1943, but not before he had written another, somewhat 
more extended piano piece entitled'Psalmodie'. A draft of this is found in the Basel Archive, 
and a fair copy in the IIibliotheque Nationale, Paris, which is signed and dated, Lyons, 
Septembre 1943 with the dedication, "A mon ties cher maitre L. de Pachmann son elCve ties 
respecteux et reconnaissant P. Boulez". Presumably the eighteen-year-old student thought 
well enough of the piece at the time to present it to his teacher as a farewell homage. Some 
forty years later, the manuscript resurfaced, and prior to its acquisition by the Bibliotheque 
Nationale at an auction sale in June 1983, Boulez was given the opportunity to obtain the 
manuscipt. His amusing reply is worth quoting for the unsurprising change of perspective on 
this rather derivative music: 
"Je vous remercie vivement de m'avoir prdvenu le premier, par votre lettre du 
11 join, de la future miss en vente d'un de mes manuscrits. 
A vrai dire, je trouve que cette piece ancienne dolt vivre de sa propre 
existence, eile m'a quitte il ya dejä si longtemps... Cc serait comme essayer de 
grei%r une feuille morte sur un arbre encore vert" (S) 
Gerald Bennett quotes the opening of this piece (6) without identifying it, and by implication 
linking it with the slightly later piano music composed in Paris. In fact, the title anticipates 
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that of the three pieces written during the time of his studies with Messiacn, but is otherwise 
unconnected with them. 7 le juxtaposition of the rather sentimental opening, at-cc douccur, 
with a contrasting Allegro ma non troppo central section (Ex. 1.4) is not entirely convincing, 
although the raw percussive style of this music was to resurface in I3oulcz's music throughout 
the 1940s, before being transformed in the masterpieces of the next decade. An interesting 
additional feature of this Paris manuscript is the presence of fingering, suggesting that Boulez 
may well have performed the piece to his teacher prior to his departure for Paris. 
TROIS PSALMODIES' 
The first months of Boulea's studies in Paris seem to have been a largely 
unproductive period, but in April 1944 he began a period of study lasting over two years with 
Andree Vaurabourg-Honegger, and in the autumn of that year began to attend Olivier 
hiessiaen's classes. A further series of piano compositions followed over the next few 
months, showing the decisive influence which Messiaen exercised on the young composer. 
In addition to a set of three pieces, 'Prelude, Toccata et Scherzo' and a 'Nocturne', all 
mentioned by Gerald Bennett, there is also a group of pieces entitled Trois Psalmodies'. 
Boulez was evidently still working on the third of these pieces in late 1945, at a time when 
his rapidly developing style had moved on, and he had produced two more stylistically 
advanced piano pieces, the Variations for the Left land, completed in June 1945, and the 
'Douze Notations'. A surprising feature of the Trois Psalmodies' is their conservatism when 
compared to these surrounding works, suggesting a somewhat earlier date of conception. The 
chronological evidence is inconclusive, but is as follows. There are no available surviving 
sketches as such, but undated pencil scores for all three pieces* are found in the Paul Sacher 
6 
Stiftung. Internal evidence. including the fact that the beginning of 'Psalmodie 3' follows 
uninterruptedly the end of'Psalmodic 2' on the same sheet of manuscript, suggests that these 
drafts were notated around the same time. There is no other material relating to 'Psalmodic 
I' and 'Psalmodie 2' in Basel, so attention was switched to the catalogue of the Bibliothaque 
Nationale in Paris, where'Trois Psamodics' are listed in the Boulez manuscript collection. 
It was possible to obtain a photocopy of this manuscript, which disappointingly proved to 
contain only a fair copy of'Psalmodic 1'. the manuscript consisting of six numbered pages, 
dated and signed 14th July 1945 - Bastille Day - and with the dedication, "En souvenir de la 
Saint"HHenri", the Saint whose feast day falls the previous day (St. Henry was a medieval 
Saxon king, later canonised, and an enlightened patron of the arts in the newly established 
bishopric at Bamberg in Bavaria). The Paris copy of 'Psalmodie 1' is identical to the Basel 
manuscript except for the addition of dynamic and agogic marks, arguing that Boulez 
occupied himself on a public holiday by making a fair copy of an already completed piece. 
The situation concerning the source material for the final piece is more complex. Among the 
pencil drafts for 'Notations' at the Paul Sacher Stiftung are three pages containing the end of 
'Psalmodie 3', dated Juillet"Aoüt 1945, a year when the student composer spent the summer 
vacation back at his parents' home in Montbrison. These pages are numbered 9,10 and 11, 
suggesting that they are the final section of a missing fair copy of all three pieces. The 
possibility must be that these pages relate to those of the incomplete Paris manuscript 
consisting only of'Psalmodie 1'. In the case of'Psalmodie 3', as with 'Psalmodie 1', the pen 
manuscript is not a revision of the pencil score but a copy with some cuts indicated. These 
are on the whole of a minor nature, apart from the excision of an entire section in the middle 
of the piece. Complementing this incomplete score is a fair copy of the opening section, also 
in pen but undated, and titled 'forme sonate': it may well be a slightly later copy, which helps 
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to specify the extent of the cut, the start of which is marked by " in this manuscript, and the 
close by *" in the Juillct-Aoüt manuscript. These pen scores taken together enable one to 
reconstruct the piece in this revised form: in addition to the cuts. they add dynamic and 
agogic marks, indicative of a final stage in the compositional process, and Icnding further 
circumstantial evidence that they relate to the Paris manuscript of 'Psalmodic 1'. However 
Boulez evidently remained dissatisfied with the shape of the final piece, particularly the 
closing section, for there exists a further draft on a sheet which also contains the 'Notations' 
nos. 6 and 7. This consists of a complete re-writing of the final section, abandoning the 
previous versions and substituting an extended revision of the preceding section. These were 
evidently IIoulez's final thoughts, dated 12.11.45. 
Despite the indisputable evidence furnished by the dating of the various revisions of 
'Psalmodie 3', one is inclined on stylistic grounds to place the original date of composition 
of all three pieces as much as a year earlier. There is no indication as yet that Boulez was 
aware of the serial music of the Second Viennese School: his exposure to the music of first 
Schoenberg and then Webern during the course of 1945 were to have a profound effect on 
the development of his style. On the other hand, the (by his later standards) 
uncharacteristically lush chording and newly gained rhythmic plasticity point to the strong 
influence exerted initially by Messiaen. Boulez had joined Messiaen's class in October 1944, 
the month after the completion of 'Vingt Regards sur L'Enfant Jesus', and the Trois 
Psalmodies' show the extent of his indebtedness to the harmonic vocabulary and pianistic style 
of his teacher. Another influence was acknowledged openly by Boulez: 
"De Schoenberg, ä 1'epoque, je connaissais tres peu de chosen, exactement deux 
oeuvres, toutes deux de !a periode atonale, mais non encore serielle: Pierrot 
Lunairc et les Trois Pieces Opus 11. Lorsque je composai les Trois 
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Psalmodies, j'ignorais jusqu'a 1'existcncc dc la musiquc serielle, mais j'avais Ic 
sentiment ties net dc la neccssit6 dc 1'atonalite" (7). 
However, other potent influences were at work, subsequently not so readily acknowledged 
by Boulez. Gerald Bennett has drawn attention to the fact that the Nocturne of 1945 was 
originally prefaced by the legend, Prier, ct incantation c3 /a nsystericusc null (8). In its turn, 
the Paris score of 'Psalmodie I' is prefaced by a literary quotation, which was subsequently 
vigorously crossed through in red pencil. It was cvidcntly a copy of the same five-line 
quotation which is placed at the bottom of the first page of the earlier Basel manuscript, in 
which the identity of the author, Andre Gide, is acknowledged. The lines are taken from the 
quasi"autobiographical'Les Nourritures Terrestres' of 1895, written during the course of Gide's 
third trip to Africa following his recovery from tubercolosis, and at a time of self discovery 
- the death of his mother and the unconsummated marriage to his cousin Madeleine were to 
follow within months of his return to Paris. The book was first published in 1897, in 
'Mercure de France', but the passage quoted by Boulez, celebrating Gide's discovery of the 
Algerian town of Blidah, had already appeared separately in 'L'Art Jeune' in 1895, and was 
then transfered to the seventh book of 'Les Nourritures Terrestes': 
Je sacs la source oit f irai refmicher mes paupieres, 
Le bois sacro; je connais le chemin, 
Les feuilles, la fraicheur de cette clairiere; 
Tirai, le soir, quand tout saura s'y taire 
Et que deja la caresse de I'air 
Nous invitera plus au sommeil qu'a l'amour. 
Source froide oil foule la nuit va descendre. 
Eau de glace oü le nratin transparaltra 
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Grelottant dc blanchcur. Source de purste. 
N'cst cc pas qua je vais rctrouvcr daps 1'aurorc 
Lorsqu'cllc paraitra 
Le savcur qu'cilc avait quand j'y voyais encore 
Avec etonnement les clartes et les choses? 
Quand jy ti iendrai laver mes paupicres brülees. (9) 
The italicised lines are those quoted by Boulez, and, placed in the context of the poem and 
of the passage as a whole, they are indicative of the strong influence exercised by Gide's 
advocacy of the primacy of personal experience and self discovery on the young composer. 
It is worth noting in passing the resemblance of the imagery in this poem to the world of 
Mallarme, to whom the young Gide had been introduced four years previously, and who 
exercised an influence which Gide was not entirely successfully endeavouring to expunge 
from his work at this time. The influence, of course, will continue to resonate over half a 
century later in the music of Boulez, and will dictate the formal structure of both 'Pli selon 
Pli' and the Third Sonata, the principal subject of the present study. The closing lines of the 
'. ehre I Nathanall' which follows the above poem are an apologia to artistic discovery and 
originality: 
"... Je crois que la route que je suis est ma route et que je la suis comme il faut. Je 
garde l'habitude d'une vaste confiance qu'on appellerait de la foi, si elle etait 
assermentee". (10) 
Elsewhere, the evocative impressions of Blidah which open the letter, may well have 
suggested to Boulez the langorous opening of'Psalmodie I': 
"Tu n'imagines pas, Nathanael, cc que peut devenir enfin cet abreuvement de lumiere; 
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ct la scnsuallc cxtasc quo donne ccttc pcrsistantc chilcur... Unc branche d'olivicr daps 
le cicl; le cicl au-dessus des collines; un chant dc llütc A la porte d'un cafd" (11) 
If the young Boulez was proudly displaying the fruits of his studies in Paris to his family 
back in Montbrison that summer, he may well have judged it more judicious to evoke the 
memory of a Saint in the dedication of'Psalmodie 1' rather than the hedonistic world of Gide! 
Stylistically, the Trois Psalmodies' are the most direct acknowledgement in all 
Boulez's music of the enormous influence exercised by the dominating musical personality 
of Messiaen, and they help to explain the subsequent need for the young composer to react 
against it in order to find his individual voice. The previous year, prior to the composition 
of the `Vingt Regards', Messiaen had finished a less well known work, the "Trois petites 
Liturgies de la Presence Divine. All three movements have liturgical connotations - 
'Antienne', Sequence and `Psalmodie - and it may well be the case that Messiacn's 
incorporation of the form of responsorial psalmody into this work suggested to Boulez the 
point of departure for his own pieces. Structurally, all three of the 'Psalmodies' alternate 
homophonic sections in strict rhythm with more rhapsodic passages, these contrasts being at 
their most extreme in the first piece. On a directly musical level, the melodic line of 
'Psalmodie I' coincidentally begins with the same three notes as had the 'Psalmodie' of 1943, 
but the context is totally different, its rhapsodic shape, comme une improvisation, recalling 
the birdsong figurations of Messiaen (Ex. 1.5). The harmony (x) of this opening section is 
based on the chord of fourths, perfect and augmented, derived by Messiaen from his fifth 
mode of limited transposition (Ex. 1.6), and continues with chords (y) derived from mode two 
(or the octatonic scale, as it is now generally called) (Ex. 1.7). The interpolations of the 
'psalm chant' become increasingly insistent, and following a climax k toure force in which 
all twelve chromatic notes are juxtaposed chordally, the tension is gradually dispersed in a 
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return to a more improvisatory style. Such an outline summary says little about the music, 
but it is worth noting in passing that already some features which are to become important 
elements of Boulcz's mature style arc present. The contrast between rhythmically strict, and 
freer. more rhapsodic writing, is a constant clement in his style, and the components of the 
chord of fourths - semitones, perfect and augmented fourths - dominate both the linear and 
vertical elements of his later style, however much he was subsequently to repudiate the 
harmonic world of Messiacn. 
The second 'Psalmodie' is the most difficult one on which to comment, for at the 
time of writing, the only available version is the pencil draft in Basel, virtually devoid of 
agogic and dynamic marks. A faint pencil jotting on the top right hand comer of the opening 
page identifies the form as being ABCBA, a reminder that the 'Psalmodies' are still very much 
compositional exercises, and cautioning one to respect his wishes that they are not to be 
performed and published. The austere monotone F"sharp of the opening is punctuated with 
chords derived from Messiaen's seventh mode of limited transposition, leading eventually to 
the annihilation of the F-sharp in a vertical clash (x) of all twelve chromatic notes (Ex. 1.8). 
The predominantly two-part writing of the central section is followed by a return of the 
opening, its severity eventually softened by dissipation into trills, and a cadenza-like coda, 
reminiscent of the final section of the first piece. 
Also problematic, for different reasons, is the final 'Psalmodie'. As indicated in 
the account of the manuscript sources in the Paul Sacher Stiftung, Boulez evidently continued 
to revise the piece into the late autumn of 1945, at a time when he was occupied with other 
compositional projects and absorbed in his discovery of serialism under the guidance of 
Leibowitz. Perhaps these various revisions are indicative of a special attachment on Boulez's 
part to this piece, and a realisation that problems of formal balance needed to be addressed. 
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His editing is in the interests of concision in the opening section, and then an attempt to 
expand the proportions of the final section in additive rhythms. There is a direct line from 
the drum-like textures here to those of the `Theme and Variations for the Left hand'. 
completed in the middle of 1945, and the pianistic style is much more assured and idiomatic 
than in either of the two preceding 'Psamodies'. The Basel manuscript of 'Psalmodic 3' is 
prefaced by the inscription, "phrase melodique longue accompagnee - iionegger. Hindemith - 
etude p/piano". The reference to a melodic phrase by Honegger is almost certainly to the 
'Lamento' from the Cantata 'La danse des morts'. completed in 1938. The piece is rarely 
heard in England now but had something of a vogue after its first performance under the 
direction of none other than Paul Sacher. This performance, on Ist March 1940, was 
broadcast live to many European countries, and it is not impossible that the young Boulez 
would have become acquainted with the piece at that time. Certainly his continuing studies 
in counterpoint with Andree Vaurabourg would have given him ample opportunity to become 
familiar with her husband's music, and what could be more natural than a desire on Boulez's 
part to include a homage to his other teacher by means of a citation in a work of his own 
which he evidently valued? There is an added significance in the choice of quotation, 
especially given Boulez's frequently expressed reverence for Bach's music, since he would 
doubtless have been aware that the Honegger piece itself is a homage to Bach, being 
modelled on the aria 'For love my Saviour now is dying' from the'St. Matthew Passion'. A 
comparison of all three openings shows the connections, and the extent to which Boulez 
transformed his models (Ex. 1.9). The reference to a work for player-piano by Hindemith is 
more puzzling, since much of Hindemith's output for this medium was in the form of film 
music, and Dr. G. Schubert of the Hindemith Institute in Frankfurt was able to confirm that 
none of this material survived the war (12). Still in existence however is a Toccata for 
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mechanical piano dating from the mid 1920s. It was possible to hear a recording of this short 
piece at the National Sound Archive, and to sense some links between its perpetual motion 
organised around a restricted number of pitches and the closing section of 'Psalmodic 3' 
(Ex. 1.10). Indeed. Boulcz's later remarks concerning the character of Schoenberg's piano 
writing might equally apply to Hindemith's piece, albeit in a rather different context: "... a 
percussive piano which is at the same time remarkably prone to frenzy"(13). 
As well as these links, there are formal connections between 'Psalmody 3' and the first 
two 'Psalmodies' in the alternation of rhythmically free passages, tres libre, pulsquc 
imprvtiisant, with those in strict metre which emphasise semitonal chishes between the hands. 
Furthermore, as in Messiacn's Trois petites liturgies', there are demonstrable motivic links 
between the Trois Psalmodies'. The pervasive influence of Messiaen imposes a stylistic unity 
on all three pieces, with the final piece ending on a transposed form of the chord of fourths 
which had opened the first 'Psalmody'. If this unity is achieved at the cost of an absence of 
any strong individuality, it must be said that Boulez has demonstrated a remarkable grasp of 
the components of Messiaen's musical style, and that these; awalready glimpses of a world 
of violent emotional extremes, the expression of which will shortly lead to & repudiation of 
the harmonic and melodic style of the 'Psalmodies'. 
'THEME ET VARIATIONS POUR LA MAIN GAUCHE' 
In the spring of 1945, shortly before the Liberation of Paris, a landmark performance 
of Schoenberg's Wind Quintet Opus 26 was organised by Reno Leibowitz on the premises of 
the German-occupied French Broadcasting Authority, and a recording was subsequently 
bräadcast immediately after the.. ibesation. Boulez attended this private concert, the first 
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occasion he was able to hear a piece of Schoenberg's twclvc-note music. In the autumn of 
that year, Boulez was to organise a group of Messiacn's students to work with Leibowitz cacti 
Saturday afternoon, sessions in which he was introduced to the music of Webern. In the 
meantime, the encounter with Schoenberg was to be the catalyst for Boulca's first piece of 
serial music, the 'Theme ct variations pour la main gauche', his boldest and most ambitious 
work to date, completed in June 1945. The piece consists of a twelve-note theme and thirteen 
variations. Gerald Bennett quotes the theme in his article, and complements it with an 
excellent analysis of the rhythmic structure (14). This quotation is presumably taken from 
the pen manuscript to which Bennett must have had access. It is now housed in the Paul 
Sachen Stiftung, where an earlier pencil draft can also be examined. An interesting feature 
of the first draft is that Boulez's original thoughts were apparently to open the work with the 
unadorned melodic statement of the theme, which, in the pen manuscript, forms the final 
variation. This theme, the thirteenth variation in the pen manuscript, consists of four 
overlapping statements of the prime series, P0, P5, P10, and P4, and recalls Schoenberg's 
technique both in melodic shape and comparatively conservative rhythmic structure (Ex. 1.11). 
It is worth noting in passing that Boulez's first twelve-note row is dominated by the minor 
seconds and tritones which become so characteristic of his later methods, and that the last 
four notes form a cell of adjacent semitones: permutation of this cell yields the BACH 
motive, which, in carefully disguised form, as in the final page of the Second Sonata and 
'Sigle', is a background presence in much of his later music. Coincidentally, the opening 
notes of the row have a remarkably similar shape to the opening of 'Psalmodie 1', an 
indication that, despite his adoption of Schoenberg's technique, the young composer's melodic 
and harmonic thinking is still very much influenced by Messiaen. Comparison of variation 
thirteen with the theme quoted by Bennett shows that this theme is in fact a harmonised 
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version of a more basic thematic shape (Ex. 1.12). His implication that the accompaniment 
is derived from the same twelve-note row as the theme is misleading: the chords are based 
on an independent four-note cell, D"natural -G- natural - C-sharp - F-sharp, which, together 
with its two transpositions, forms an indcpcndcnt twclvc-note series. The point is only made 
because Boulez uses the two rows independently and in combination to generate the entire 
piece. Thus the first variation consists simply of the notes of the accompaniment stated 
melodically (Ex. 1.13), and elsewhere, as in Variations IV and VIII, Boulez combines the two 
rows to spin linear textures of a nroto pcrpctuo character (Ex. 1.14). Indeed, the technical 
restriction imposed by left hand alone was an artful decision on Boulez's part, enabling him 
to exploit the full register of the instrument, but limiting the texture in terms of harmonic 
density. In fact, despite the use of a twelve-note row to generate the theme, the piece is a 
serial one only in the most rudimentary definition of the term. Virtually throughout, Boulez 
confines his use of transpositions to those contained in the theme, and there is no use of the 
series other than in its prime form, apart from the motivic use of inversion. Vertical 
combinations are similarly restricted, with only an occasional use of dyads, as in Variation 
V. The exception to these restrictions occurs in the twelfth, and originally final variation, 
where an ingeniously fugal texture, based on PO and P6 (the tritonal relationship again), 
occasionally combines three voices (Ex. 1.15). The climax to this variation is a cadenza-like 
passage, at the close of which the cell of four adjacent semitones is heard fortississimo in the 
extreme top register of the instrument. Gerald Bennett quite rightly draws attention to 
Boulez's highly imaginative use of rhythm in the 'Variations': if the influence of Messiaen is 
clearly present, it must be said that Boulez has absorbed the techniques and applied them in 
a much more imaginative manner than in the Trois Psalmodies'. The rhythmic complexity 
increases as the variations progress, culminating in the assymetric rhythms of Variation XI, 
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and the violent textural contrasts of Variation X, whose drum-like patterns provide a link with 
the closing section of the third 'Psalmodic', and anticipate the eighth of the 'Notations', 
'Afdquc' (Ex. 1.16). Despite the restrictions imposed by Boulcz's still rudimentary knowlcdgc 
of twelve-note technique, the work as a whole is a rcmarkablc achicvcmcnt, and it is a pity 
that it has remained unpublished. The young composer must have returned to Montbrison in 
the summer of 1945 well satisfied with the progress of the last few months, and eager to 
extend his knowledge of serial technique on his return to Paris, by means of direct contact 
with Lcibowitz. 
'DOUZE NOTATIONS' 
The 'Douze Notations' have a curious history, being chronologically the first in an 
increasingly extended list of early works which Boulez has revisited. In 1980, a group of four 
orchestral pieces entitled 'Notations' received their premiere in Paris. It was known that these 
were transformations of a group of unpublished early piano pieces, which were not as yet 
available. Gerald Bennett drew attention to these, and to the existence of an orchestrated 
version of eleven of the pieces, completed shortly afterwards (15). His fascinating quotation 
of the opening of the orchestral version of the ninth 'Notation' shows Boulez freely using the 
Ondes Martenot, and establishes for the first time the connection between this piece and its 
use as the basis for one of the instrumental interludes in 'Improvisation 1' from'Pli Selon P11'. 
Robert Piencikowski has subsequently noted (16) that the fifth of the 'Notations' is also quoted 
in this section. In 1985, shortly before Bennett's study appeared, the 'Douze Notations' in 
their original solo piano version were finally released for publication. It is possible to date 
the original piano pieces with a reasonable degree of certainty on both stylistic grounds and 
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from the internal evidence provided by the pencil drafts in the Paul Sachcr Stiftung.. These 
are dispersed on three separate sheafs of manuscript paper. Nos. 8 and 9 are found on the 
back of a sheet of exercises in sixteenth-century counterpoint, which presumably dato from 
an early stage in Boulcz's studies with Andrec Vaurabourg-Honegger. Alone among the 
'Notations', no. 8 at this stage has a descriptive title, 'Afriquc', which was eliminated from the 
published score. On the reverse of a double sheet of four-part exerciscs (with pencilled 
comments) are found nos. 10,11 and 12. The first seven 'Notations' form part of a sheaf of 
eight sides, seven of which are taken up with pencil drafts for the'Psalmodics'. concluding 
with the final pencil draft for 'Psalmodie 3' dated 12th Novembre 1945. 'Notations 1-6' are 
found on the remaining sheet, with the end of no-6 and the whole of no. 7 continued on the 
bottom of the sheet which contains the conclusion of 'Psalmodie 3'. This argues that the 
pencil draft of'Notations' dates from late 1945, a date which fits well with the other evidence. 
Boulez must have worked almost simultaneously on an orchestration of these pieces, although 
he did not attempt to find an orchestral equivalent for the virtuosic sixth piece. The pencil 
manuscript of the 'Onze Notations', a comparatively recent acquisition of the Paul Sacher 
Stiftung, is dated Decembre 1945-Janvier 1946, and makes a fascinating comparison both with 
the original piano versions and the 1980 recomposition. 
If the Theme and Variations for the Left Hand' can be seen as Boulez's first response 
to the twelve-note music of Schoenberg, the Notations' are the first results of an influence 
that was to be even more far-reaching in its consequences. As we have seen, in the autumn 
of 1945, Boulez had commenced studies with Rena Leibowitz, who introduced him to the 
music of Webern, beginning with the Symphony Opus 21. The profound effect of this 
influence may be judged from the stylistic gulf which separates 'Notations' from the preceding 
works, and the much more comprehensive exploitation of the technical possibilities of twelve- 
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note technique when compared to the 'Theme and Variations'. In 'Notations', the music is 
much more terse and concise, the pianistic textures mirroring the musical discourse in their 
more fragmentary character. The device of using the same twelve-noto row for each piece 
imparts a certain unity despite the abrupt contrasts, especially as the characterising fourth and 
semitone intervals are constantly present - albeit used in a melodic context in a manner which 
Boulez was soon to reject. The unity of pitch structure is paralleled by one of proportions, 
each piece consisting of twelve bars. This rather rigid format was abandoned in the orchestral 
version of 1945-46: Boulez's adjustments to the barring were presumably dictated by the 
practical demands of ensemble performance. A comparison of the two versions is of some 
help in resolving occasional metrical ambiguities in the piano original. The opening of the 
second piece, for example, is imprecise in its notation of the glissandi as compared with the 
regrouped orchestral version. Here there is a greater degree of rhythmic precision, and there 
can also be observed a slight change of mind concerning the length of the first note -a 
practical adjustment, taking account of the greater resonance of orchestral percussion. A 
curious pitch discrepancy however remains unresolved in both versions: the B-flat in bar 7 
of the piano original should be replaced by a B-natural if the pitch structure of the row is to 
remain consistent. The orchestral version of this piece retains the error: the arrangement is 
reproduced here in its entirety, and, as with Gerald Bennett's quotation from the ninth piece, 
shows the young Boulez making uninhibited use of the Ondes Martenot, an instrument he 
later came to despise (E)L1.17 ). 
Despite the sense of unity referred to in the previous paragraph, the 'Notations'. 
more than any previous work, reveal the range of stylistic influences on Boulez during the 
latter part of 1945, some of which were soon to be violently repudiated, others absorbed into 
the astonishingly individual style which characterised the first published works. Yet, 
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strangely, there has been comparatively little critical commentary, even of a purely technical 
nature, during the decade since publication of the original piano pieces. The following brief 
discussion cannot claim to be anything more than an outline account, intended primarily to 
examine the pieces for the light`thcy shed on Boulcz's development. (Please refer to the 
annotated copy. Ex. 1.18, in the subsequent discussion). On a formal level, the concept of a 
cyclical structure generated by serial technique, and articulated in a masterly way in Trope' 
from the Third Sonata, can be observed in embryonic form in'Notations'. Here the method 
consists of commencing each piece with that note in the series which corresponds to its order 
in the cycle. The only exceptions to this sequence occur in pieces four and five, where the 
order is reversed, no. 4 beginning with A-natural, the fifth note of the series. The cyclical 
technique is easy to follow in most of the 'Notations', since Boulez commences eight pieces 
with the original form of the row, P0. However, three pieces start with inverted forms of the 
row, 12 in the case of nos. 9 and 12, and I11 in piece 11. Uniquely, no. 5 begins with a 
melodic statement of the original row in retrograde form, R0, commencing with D-natural, 
the fourth note of the series. The treatment of serial technique within individual pieces varies 
considerably, from the rather primitive melodic treatment in no. 2 through to the comparatively 
sophisticated technique of combining overlapping and foreshortening of various transpositions 
of the row in no. 6. An interesting feature of this piece is its use of canon, at the fifteenth in 
the first half, and at the fifteenth in inversion in the second half. Webern is the obvious 
model, but the piece recalls 'Der Mondfleck' from 'Pierrot Lunaire in its fleeting, moto 
perpetuo character, and its virtuosic figurations. Unlike his predecessors, however, Boulez 
is forced to modify the strict canon in bar eight, where two notes in the left hand are adjusted, 
presumably in order to avoid the perfect fifth, G-natural - D-natural on the fifth semiq er 
of the bar. Within a year. Boulez would be adopting a more uncompromising stance to the 
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'chance occurrence of such intervals. For the present, we can observe the continuing 
influence of Schoenberg in the comparatively staightforward texture of twclvc-note melodic 
Zinc and complementary harmony found in nos. 3.5,7 and 9. These stand alongside picccs 
such as nos. 1 and 10, where the mote angular, ccll"like treatment of the row and fragmented 
textures suggest the influence of Webem. and other movements such as nos. 4 and 8 where, 
despite intervallic links to the original series, the compositional process owes much more to 
the exploration of rhythmic patterns than to twelve-note technique. If the influence of 
Mcssiacn can be seen clearly in the rhythmic structure of no. 4 with its constant lengthening 
and foreshortening of rhythmic patterns, and in the harmonic style of nos. 3 and 7, then the 
quasi-ethnic style of no. 8 ('Afrique) evokes another influence, both in stylistic details and 
pianistic texture - that of Andre Jolivet. As Robert Picncikowski has pointed out in a concise 
but brilliantly perceptive article on IIoulez's piano music (17), the specific influence is likely 
to be Jolivet's six-movement Suite, 'Mans'. Boulez would almost certainly have been 
acquainted with this set of pieces, which first appeared in 1935 prefaced by an analytical 
introduction by Messiaen, and there are stiking parallels between the quasi-oriental world of 
'La Princesse de Bali' from Jolivet's'Mana' and Boulez's'Afrique' (Ex. 1.19). The varietyof 
compositional means employed in 'Notations', that index of stylistic influences on the young 
composer, argues that they may well have been composed over a period of some months in 
the autumn of 1945, and almost certainly not in the sequence in which the pieces appear. 
In the absence of available sketches, any attempt at chronology must remain speculative, 
but, leaving aside the cyclical treatment of the series, on what basis was the present ordering 
of the 'Douze Notations' arrived at? The question involves a more detailed examination of 
the use to which the various technical means are put dgrjrg. tho course of the work. The most 
striking unifying feature within cgch piece is the principle of the palindrome, which, on first 
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acquaintance, imparts a hermetic character to the musical structure. If no. 6, standing at the 
centre of the work, is the most rigorous in its application of strict contrapuntal principles, then 
all of the other pieces contain palindromic elements, and a majority - nos. l, 2,3,4,7,8,9, 
and 11 " make a direct reference to the opening statement in their concluding gesture. This 
device is particularly important in a piece such as the first one, perhaps the most fragmentary 
in character of the set. Indeed its twelve bars are a microcosm of the work as a whole: two 
brief motivic statements, an upward legato one followed by a descending staccato phrase, each 
succeeded by rests: a chord: a rhythm: an accompanied melodic phrase: a short section of 
two-part counterpoint, followed by a reprise of the opening bar. Certainly one factor in the 
ordering of the pieces must have been a desire to obtain the maximum degree of contrast from 
one to the next, yet, despite the fleeting impression conveyed by these justapositions of mood 
and texture, successive pieces are cleverly linked by a series of shared technical devices. 
Thus the second piece, although a violent contrast to the first in its driving ostinato rhythm, 
takes the closing note of the previous piece as its starting point, and shares the use of PO and 
PI I as the basis for its pitch material. The palindromic structure of the second piece is 
emphasised not only in the recall of the opening glissandi and clusters at the end, but by the 
use of retrograde in the final melodic phrase. Boulez repeats this device at the end of the 
contrasting third piece, where RO balances the opening statement based on P0. The fourth 
of the 'Notations' can scarcely be considered a twelve-note piece, being a study in Messiaenic 
rhythmic figurations. Its pitch content is based on the exploitation of two independent 
tetrachords, E-natural - A-natural in the left hand , and B-flat - E-flat 
in the right hand. 
Nonetheless, its links to the opening of the third piece, and indeed loosely to the original 
series, are audible in the primacy of semitone, perfect fourth, and augmented fourth intervals. 
The fifth `Notation'. doux et improvise, is a throwback to the emotional world of the 
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'Psalmodies'. Its simple melodic statement of the row in retrograde is followed by a second 
phrase where the technique derived from hiessiaen of intervallic expansion is applied. The 
texture is evocative of a flute solo with accompaniment, but nonetheless, it is subtly linked 
with the two preceding pieces by the intcrvals of its opcning phrase, and decorative grace 
notes (compare the E-natural - C-flat grace notes of piece five with the D"natura) " ß-flat 
figurations of the preceding piece). If there are no obvious links between the virtuosic sixth 
piece and the preceding ones, then its boldly imaginative use of overlapping forms of the 
scrics links it with the opening of the next 'Notation', whcrc the 'combinatorial' treatment of 
the C-sharp - G-natural tritone common to PO and P6 forms the motivic basis for the entire 
piece. The harmony of this seventh piece consists simply of two alternating dyads, a device 
repeated in the eighth 'Notation', where the alternation is between a six-note chord and a four- 
note chord. The links however are on a more fundamental structural level: the six-note chord 
not only contains within it the notes of two dyads on which piece seven is based - B-natural - 
F-sharp, and C-natural - F-natural, but the four-note chord of piece eight is a transposed 
version of the'prime' notes of the six-note chord - G-sharp - A-natural - D-natural - E-natural 
F-natural - F-sharp " B-natural - C-sharp. The pivotal function of this six-note chord is 
again emphasised at the start of the ninth piece, the first four notes of which reiterate pitches 
drawn from the six-note chord Whilst the ninth piece is a contrast in character to the moto 
perpetuo of the preceding piece, its solemn drum beats in the bass suggest a link with the 
ethnically inspired'Afrique' (no. 8). After this rather derivative group of pieces, the last three 
of the set are perhaps the most individual of all. Their placing on a separate sheet of 
manuscript indicates that they may well have been composed after the other pieces: certainly 
the style is more uncompromising, and the use of serial technique more flexible with free use 
of permutation. No. 10 is particularly notable in this respect, and its breaking down of the row 
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into a series of intervallic relationships anticipates the seemingly sudden emergence of a 
radical musical language in the works of the following year. The more rhapsodic manner of 
no. 11 conceals the strictly palindromic organisation of pitch and rhythm, and - in anticipation 
of an cxtcnsion of serial technique adopted by Boulez in later works - inversion of registers. 
One of the few clues provided by the manuscripts in Basel concerning the chronology of the 
'Notations' is an erased opening to this piece, beginning in much more conventional twelve. 
note manner with a melodic statement of the row in the right hand commencing with note 11. 
and continuing in two-part counterpoint with the left hand entering canonically with P11. The 
final piece continues Boulez's increasing realisation, albeit still half formed, of the extent of 
the possibilities offered by serialism. It is loosely palindromic in its rhythmic gestures, but 
the pitch content is based on the two chords heard at the opening, and their various 
transpositions. The closing four bars recapitulate the opening chord sequence (a miniature 
color against the rhythmic talea), before a final thud on the bass drum recalls the end of the 
second and ninth pieces, two of the more traditional numbers in the set. Taken as whole, the 
'Notations' stand at the crossroads of Boulez's development; we see him experimenting in 
various ways with a pitch structure affording him possibilities for rigorous organisation much 
greater than that found in the music of Messiaen, and yet at the same time struggling to 
reconcile this serial technique with the liberating approach to rhythm derived from his teacher. 
This struggle, with the first hints of a realisation that serial technique could be used in the 
linking of larger structures, was to dominate Boulez's thinking over the remainder of the 
decade. 
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SONATA NO. 1 
At this point, IIoulcz's music cnters the public domain, with the appearance of the 
Flute Sonatina, composed in January and February 1946, immediately after the orchestration 
of the 'Notations', and followed by the First Piano Sonata completed in June of the same 
year. A detailed analysis of either this or of the Second Sonata, completed two years later, 
would be far beyond the modest scope of this chapter. the purpose of which is to sketch a 
context for a consideration of the Third Sonata. Both works have been the subject of detailed 
commentaries by eminent Boulezians, so the intention here is simply to review, and 
occasionally to supplement, the observations of others. Gerald Bennett, having noted that in 
the Flute Sonatina, 'Boulez has chosen to work further on ideas he found in Webern, and it 
was this that necessarily moved him away from Messiaen's world" (18), comments on the 
more traditional features of the work, including its use of thematic writing and elements of 
traditional form. However, the First Sonata ... "moves decisively away 
from thematic writing 
and towards new kinds of relationships between structures" (19). In attempting to articulate 
the nature of these relationships, Charles Rosen draws attention to another novel aspect of the 
piece, and indeed of Boulez's music in general, namely the preoccupation with musical space: 
The First Sonata treats the series as a nucleus to be exploded, its elements projected 
outwards; this particular spacial metaphor, indeed, remains present in most of Boulez !s later 
works" (20), and he goes on to note how Boulez uses diffusion of texture as a means of 
resolution. Both Bennett and Rosen echo, in less precise terms, one of the premises of 
Boulez's article, 'Propositions', originally published in 1948, in which he attempts to identify 
rhythm and register as potential generators of musical form. The article, Boulez's first foray 
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into polemics, was provoked by his disagreement with Leibowitz concerning the necessity of 
treating rhythm as an independent musical component. In the course of tracing the evolution 
of rhythmic technique in twentieth century music, Boulez broadens the discussion into a brief 
consideration of texture before moving on to discuss the importance of register, suggesting 
that it can be used to rcplacc tonal functions: "ll me parait impericux quo, daps la tcchniquc 
do douzc sons, pour obtcnir unc Sorte dc valcurs correspondant aux valcurs tonalcs, teile quo 
la modulation, on doit avoir recours A des proc6des totalcmcnt differcnts ct fondes sur la 
mobilite des notes ou leur fixite. C'est 1 dire quo dans la mobilite, chaque fois qu'uno note 
se presentera, cc sera i des registres divers" (21). The point is particularly significant in the 
context of this, Boulez's first major article, which draws its musical illustrations from the 
works of the previous two years Robert Piencikowski, that most erudite of Boulez scholars, 
summarises succinctly the nature of the stylistic advances articulated in the First Sonata: "Les 
figures thematiques cedent la place i des cellules melodico"rhythmiques ä caract6re motivique: 
la rarefaction partielle de la texture tend ainsi vers un athematisme plus affirme, que souligne 
le refus manifeste de toute repetition litterale" (22). 
It was M. Piencikowski who generously drew my attention to the availability of 
manuscript sources relating to the First Sonata, material which, surprisingly, seem to have had 
virtually no critical examination. The relevant holding in the Paul Sacher Stiftung consists 
of a single page containing the opening bars of the first movement, a more extended six-page 
uncorrected draft of the opening section of the first movement, and most importantly, a copy 
of the corrected draft of the entire work. the original of which is housed in the Bibliotheque 
Nationale, Paris. The following discussion offers only an outline consideration of this 
revelatory material in relation to the critical commentaries in the preceding paragraph. It is 
entirely based on a comparison between the published score and the Paris manuscript, which 
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despite being a corrected copy, contains numerous deviations from the final version, 
suggesting that there must have been a further stage of revision and pruning prior to 
publication. This manuscript gives every appearance of being a working copy, with fingerings 
and divisions of parts between the hands marked, suggesting that it may even have been used 
for a 'try-out' performance prior to the final revision. 
A comparison of the two versions of the first movement is most revealing. All 
commentators have rightly focussed on the radical elements in the musical style, although 
Rosen notes more conservative features, drawing attention to the A"B-A-t3-A structure of the 
movement, and perceptively observing: "Denying a generating power to the motives, yet still 
employing them as basic to his texture, Boulez is forced in this work to use a kind of passive 
form, a technique of juxtaposition that derives most obviously from Messiaen"(23). It is not 
clear whether Rosen was aware of the manuscript sources at the time of writing: there is a 
throwaway remark concerning an earlier version of the opening of the second movement, but 
no indication that he was acquainted specifically with the Paris manuscript. Under the 
circumstances therefore, his reference to Messiaen is, in a broader context, remarkable 
intuition. A comparison of the draft with the final version reveals few discrepancies in the 
Beaucoup plus allant sections (B), but some quite remarkable changes in the alternating Lent 
sections (A), which frame the movement. Commentary is almost superfluous when the two 
versions of the opening Lent are placed side by side. Even on a superficial level, the final 
version (Ex. 1.20), consisting of forty-five bars, is a much more concise statement than the 
unedited Paris manuscript (Ex. l. 21), comprising seventy-six bars: even allowing for the cuts, 
shown in my example by square brackets, the manuscript version is considerably longer than 
the published edition. More remarkable still, however, are the details which emerge in an 
examination of the draft version. The Lent itself was originally to have consisted of two 
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alternating tempi, crotchet - 58 and quaver " 96, not in themselves greatly divergent, but of 
contrasting musical character. The work was to have opened with a chromatic ostinato 
consisting of the three lowest notes on the piano, a stylistic trademark of the earlier Paris 
piano music, and its recurrences wcre to have unified the movement. There is virtually no 
trace of this miniature cluster in the final version, and its excision alters the piece in a 
fundamental way. If, as an experiment, one restores the cluster repetitions, the movement 
loses much of the innovatory impact as described by the various commentators. Why should 
this be so? Perhaps it is the case that the ostinato patterns provide a sense of regular pulse, 
totally absent from the Lent sections in the published version. Furthermore, although in terms 
of pitch these are the most neutral, quasi -percussive notes on the instrument, their continual 
presence in the background provides reference points against which to measure the use of the 
technique of intervallic displacement appled elsewhere. Remove the clusters, and the sense 
of diffusion, which Rosen identifies as one of the principal characteristics of the early works, 
becomes once more a dominant element in our experience of the piece. These drum-like 
clusters are, of course, a feature of Messiaen's piano writing, as is the opposition of pairs of 
adjacent semitones which appear in bar four of the Paris manuscript - the layout and 
intervallic content of this passage is identical to that found in the most Messiaenic of all 
Boulez's works, the first page of'Psalmodie V. Continuing with the examination of the two 
versions of the First Sonata, it can be observed that although Boulez made many changes of 
detail in the crotchet = 58 sections, it is in the alternating quaver = 96 sections that the most 
drastic changes are found: indeed whole passages are simply excised completely from the 
final version. An example from near the beginning is the elimination of bars 11-16 of the 
Paris draft. Examination of this and other similar passages shows that not only are they 
unified by two-part textures of the type that Boulez had employed at times in the 'Psalmodies, 
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but that the writing is comparatively conservative, and melodically conceived: indccd the first 
two such passages lay bare their serial origins in the chromatic scale with a directness which 
from now on is climinatcd from his music. It is thus ironic that the First Sonata has cvolvcd 
from precisely the kind of traditional references which Boulez is praised for having 
climinatcd. Certainly an elimination has quite literally taken place, but few can have 
suspected the extent to which this radical work has been forged by a process of ruthless 
purging of clemcnts which had been accommodated within his style up to this time. The 
opening page of the Paris version reveals another connection with the student works, which 
may be just a coincidence (although I think not): the first phrase of two-part texture begins 
(bar 6) with a four-note motive, G-natural - F-natural - F-sharp - D-natural, which is a 
transposed version of the opening of 'Psalmodie 3'. As we have seen, this melody is 
modelled on a Honegger piece which itself is based on an aria from the St. Matthew Passion, 
and Boulez, although retaining this motive in the final version of the First Sonata (bars 3-4). 
goes to great pains to disguise its melodic origins by means of octave displacement. The final 
version, by eliminating the accompanying pedal points of the Paris draft, cuts itself free of 
the last remaining constraint: now it was possible to exploit register as a compositional device 
in precisely the manner which Boulez was to advocate in his article two year later. 
As Rosen points out, the opening of the second movement provides a striking 
example of the technique of registral displacement, the more so since the pitches themselves 
are a straightforward exposition of the series. He goes on to make the puzzling aside, "The 
fact that in an earlier version the spacing of the first example was not nearly as wide as the 
published form only confirms the implicit presence of the serried form in the dispersed final 
version" (24). It is evident that Rosen must have had sight of some material additional to that 
considered here, and possibly a still earlier draft, since the Paris version, far from reducing 
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the intervallic displacements, cmphasiscs them by octave reinforcement (Ex. 1.22). As in the 
opening movement, the revisions in the final version of the second movement relate to the 
slower sections: the Rapide passages evidently reached their final form early in the 
compositional process. One detail is however worthy of comment: the climax of the first 
such Rapide passage is marked by four sf-- notes. With remarkable intuition, Rosen writes: 
"Here the sfor_andi are grandly rhetorical as well as functional, and the barlines try in vain 
to obscure the fact that there are six regular beats between each note of the motif" (25). 
What he was (presumably) unaware of is that the Paris manuscript adds the injunction, "faire 
entendu la theme en sf-". The reference to a "theme" is deleted in the final version, thus 
obscuring the fact that these climactic notes, E-natural - D"natural - E-flat - 13-natural, are 
those of the haunting Bach-llongger motive from 'Psalmodie 3', already quoted in the Paris 
version near the opening of the work. That these cross-references exist is no longer surprising 
given what we now know about the chronology of the works: although the stylistic gulf 
between the 'Psalmodies' and the First Piano Sonata is an enormous one, Boulez was 
continuing to revise the 3rd 'Psalmodie' as late as November 1945, whilst the Paris draft of 
the Sonata dates from as early as February 1946. Bearing in mind that he was also working 
on both the Flute Sonatina and the 'Notations' at this time, it is entirely natural that there 
should be such links between the works. The more one is able to deduce about Boulez's 
working methods in general, it becomes clear that, in common with other great composers, 
the simultaneous composition of a range of projects has been a continuous creative stimulus. 
The evident need for this state of creative flux both obscures the chronology of his music 
whilst at the same time helping to account for his increasing reluctance to release completed 
works. 
After the climax of the first Rapide section, the Paris manuscript of the second 
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movement continues with a passage marked Lent, and consisting of some eighteen bars which 
are eliminated from the final version (Ex. 1.23). The texture hcrc recalls that of the two-part 
writing in the first movcmcnt, with its dircctly cxprcssivc mclodic lincs, and indccd it 
commences by quoting in inversion bars 11-12 of the Paris draft of the first movement. A 
new four-note motive, G-natural - F-sharp - C-natural - C-sharp, assumes great prominence 
in the ensuing passage. It is tempting to compare the defining semitone and augmented fourth 
intervals of this motive with those of bar 6 of Iionegger"s'Lamento'. which is followed by the 
entry of the baritone soloist with the words, "Remember me, Lord, for I am dust and I will 
return to dust". Be this as it may, the passage is strikingly expressive, and Boulez allowed 
only hints of these melodic origins to survive in permutated form in the final version. Much 
of the remainder of the movement proceeds with only minor discrepancies between the two 
versions, although the Paris manuscript sheds light on one of the notational problems to which 
Rosen refers. The metronome mark of quaver - 152 on page 15 of the printed score appears 
as dotted quaver - 152 in the Paris manuscript, which corresponds to the dotted crotchet 
metronome mark of the first Rapide section. If we take the Paris metronome mark as being 
the correct one, then the notation in semiquavers rather than quavers of the Rapide material 
on its return a few bars later may be inconsistent in notation but is nonetheless accurate in 
temporal proportions. The other notational problem raised by Rosen concerning the 
inconsistencies in the last three lines of the piece is more difficult to resolve: as he points out, 
the direction Rapide apparently applies to fragments of material drawn both from the original 
Rapide section (now restored to quaver notation) and from the opening Asses large. Common 
sense on the performer's part provides the practical solution, but examination of the Paris 
manuscript sheds interesting light on the reasons for the problem. It turns out that Boulez cut 
a considerable section of some sixteen bars prior to the final Rapide. This enlarged coda has 
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much more the character of an cpiloguc than the final vcrsion with its abrupt dispersal of 
material (Ex. 1.24). The Paris version begins, as had the first movement, with the direction 
Lent, and quotes directly from the opening of the work. It continues, nu, dt pouillc!, with a 
resumption of the characteristic two-part texture, in which the 'Lamento' motive appears 
prominently in prime and freely pcrmutatcd forms (one is tempted to cite the coda of the 
Second Sonata with its parallel use of the BACH cipher). After this intensely expressive 
music, the mark Rapide for the final section was perhaps intended more as an indication of 
change of mood than of tempo - that is to say it marks the structural division from the Lcnt 
reminiscence to a resumption and peremptory dismissal of the principal material of the second 
movement 
Pertinent to a consideration of the genesis of the First Sonata is the account 
given by Joan Peyser (26) of an interview with Ren6 Leibowitz a few weeks before his death 
in 1972. It will be recalled that Boulez was still receiving instruction from Leibowitz in 
twelve-note technique at the time of the composition of the First Sonata. According to 
Peyser's account, Leibowitz was the intended dedicatee of the Sonata, but, when Boulez 
presented the score to his teacher, the result was a heated exchange and the withdrawal of the 
dedication, after Leibowitz attempted to correct the manuscript in red pen. Unfortunately 
there is no record of the precise date in 1946 of this incident, but it must have taken place 
before the work reached its final form, since it was eventually published some five years later 
in 1951. By then, Boulez had left the style of 1946 far behind, and it is perfectly possible 
that the radical revisions which resulted in the final version were in part a reaction by Boulez 
to an incident which must have affected him deeply. 
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SONATA NO. 2 
The immediate response to the Leibowitz incident was the commencement of 
a new piano piccc. entitled 'Variations-Rondcau'. Two drafts of this piece are found in the 
Paul Sachcr Stiftung, the earlier one lacking marks of dynamics and articulation. The later 
draft is dated May 1946, and includes a dedication page "A A. Vaurabourg-Honegger". What 
could be a more natural reaction on ßoulca's part than an attempt to eradicate the memory 
of the Leibowitz episode by making a fresh start, dedicated to his other teacher? The title 
indicates that the movement was originally conceived by Boulez as a separate piece, but it 
was eventually to become in revised form the third movement of the Second Sonata. 'These 
early drafts of the 'Variations-Rondcau' are thus a fascinating link in IIoulcz's stylistic 
development between the first two sonatas. The May 1946 draft is a copy of the earlier draft 
with a few minor excisions of material similar to those marked in the Paris manuscript of the 
First Sonata, and %ith the addition of marks of dynamics and articulation. The overall form 
of the piece is essentially fixed at this stage, consisting of three modified returns of the brief 
opening Scherzo section, marked Modert, prrsque 17J in the published version, and separated 
by somewhat more extended episodes. The first draft of the 'Variations"Rondeau' provides 
labels for this sectional structure: the episodes were conceived as 'Variations' but interestingly, 
the first return of the opening section is marked, "Deuxieme Repons Rondeau Retrograde 
contraire". This confirms the conscious nature of Boulez's serial thinking with regard to 
structure as early as 1946. One of the most striking features of the Second Sonata is the way 
in which the serial processes begin to invade the formal parameters. Thus the four statements 
of the schero material consist of freely interpreted versions of the four basic serial shapes: 
successively, prime, retrograde inversion, inversion, and retrograde forms of the material. 
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The drafts for the 'Variations"Rondcau' are almost identical to the final form of the third 
movement of the Second Sonata except for two details: the close of the third Modere, rncsquc 
ti-If section is extended in the earlier versions to almost double its Icngth by the addition of 
cight bars in which the material is subject to still greater fragmentation and rcgistral 
displacement (Ex. 1.25). The confusing reduction to semiquaver values at this point is 
explained by its function as a transition passage to the semiquaver notation of the ensuing 
third variation (Ex. 1.26). This is the one section of the 'Variations-Rondeau' that was totally 
recast in the published version of the sonata. The motoric textures of the original, recalling 
the sixth Notation' and the Rapide sections of the second movement of the First Sonata, are 
recomposed into a more compressed, polyphonic form in the final version, resulting in a 
passage of daunting complexity even judged by the standards of this most demanding of 
works. 
Even more than is the case with the First Sonata, a detailed examination of this 
massive score would be far beyond the scope of the present study. Suffice it therefore to 
begin by echoing Boulez's acknowledgement of its pivotal position in his development: 
"It was probably the attempt of the Second Viennese School to revive older 
forms that made me try to destroy them completely: I mean I tried to destroy 
the first-movement sonata form, to disintegrate slow movement form by the 
use of the trope, and repetitive scherzo form by the use of variation form, and 
finally in the fourth movement, to demolish fugal and canonic form. Perhaps 
I am using too many negative terms, but the Second Sonata does have this 
explosive, disintegrating and dispersive character, and despite its own very 
restricting form, the destruction of all these classical models was quite 
deliberate. After the Second Sonata I never again wrote with reference to a 
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form belonging to the past. I have always found one that came with the idea 
of the work itsclf" (27). 
Earlier in the same discussion, Boulez is more specific about the means by which he 
attempted to "destroy" sonata form: 
"I was also intcrcstcd in a form of cxpression that would establish a contrast 
between a style based on thematic motifs and an athematic one; in other 
words. I think of a theme as an accumulation of possibilities, but at the same 
time for the development sections of this sonata movement I wanted gradually 
to dissolve the rhythmic cells, to draw attention more to the rhythmic 
elaboration than to the intervals, whose function now is secondary" (28) 
The first half of this statement is resonant with parallels concerning the First Sonata, since 
it is a succinct description of the differences between the Paris version, with its thematic 
passages, and the published version with its ruthless elimination of such traditional elements. 
No wonder that the first movement of the Second Sonata conveys an impression of 
unprecedented violence, as these two diametrically opposed principles, symbolising I3oulez's 
classical heritage and his search for new means of musical expression, are hurled into open 
conflict. The second half of the statement shows how the conflict with Leibowitz, regarding 
the independence of rhythm as a musical component, continued to fester in the background 
to the composition of the Second Sonata. In 1947, whilst Boulez was engaged on the piCce, 
Leibowitz published his influential book, 'Schoenberg et son Ecole', the first detailed technical 
study of the music of the Second Viennese School, in which he asserts: 
"... I should like.... especially to emphasise that the genuine polyphonic tradition 
does not admit the idea of rhythm for its own sake. Rhythm is merely an 
element which is produced spontaneously by horizontal and vertical sound- 
35 
forms because it articulates the unfoldment of these forms in such a way that 
musical speech would be impossible without it" (29) 
F3oulcz's rage was to boil over in the following year. with the publication of the polemical 
'Propositions': in the meantime, the emotions are channelled into the Second Sonata. 
The nature of the conflict with Leibowitz helps to account for an unlikely 
friendship which was struck around this time. In 1949, John Cage visited Paris for the first 
time, and his open advocacy of rhythm as a prime means of musical expression must have 
been reassuring for IIoulm A direct practical result of their association was that Cage was 
able to facilitate the publication of the First and Second Sonatas by introducing Boulez to 
Amphion and Heugel. In return, Boulez expressed his gratitude by giving Cage a signed copy 
of the Second Sonata "en souvenir de votre visite i Paris... avec beaucoup d'amitie". 
The sketches for the Second Sonata, at least for the time being, have been 
dispersed, and gradual reassembly of all the source material for this work must be regarded 
as an urgent musicological task over the next few years. It has not been possible to inspect 
the original of the manuscript dedicated to Cage, which is now in the John Cage Archive, 
New York, but a copy (incomplete? ) is available in the Paul Sachen Stiftung, consisting of 
part of the Scherzo, and a section of the slow movement, dated November 1947. As well as 
a further copy of movements 1,2 and 4. the Boulez archive in Basel also contains five pages 
of sketches for the Second Sonata. Some of these photos are all but illegible, but for the first 
time in Boulez's output, we have available a complete set of row tables. These reveal some 
aspects of his working methods at this stage in his career. Thus the chromatic ordering of 
the transpositions suggests that despite Boulez's liberation of rhythm in the Second Sonata, 
it had not yet occurred to him to link rhythm and pitch serially by numerical means: this 
extension of serial principles, influen, q by the appearance of Messiaen's 'Mode de Valeurs 
36 
et d'Intcnsites' in 1948, and the example of Cage's structural use of numerical pattcros, was 
still a few years away. The series relating to the second and fourth movements (Ex. 1.27) is 
free of annotations, but that for the first and third movcmcnts shows the direction of Boulcz's 
thinking in its linking of pitch cells in pcrmutatcd form by means of horizontal brackets 
(Ex. 1.28). Various commentators have attempted some analysis of the pitch structure, notably 
Dominique Jamcux (30). Evidently Jameux did not have any access to unpublished material. 
since his asumptions concerning the basic ordering of pitches are inconsistent with those of 
the sketches. Nonetheless, his commentary does address the technique of serial permutation, 
and remains the most detailed consideration of this aspect of Boulea's technique in the Second 
Sonata. Interestingly, Joan Peyser's identification of the ordering of the two twelve-note rows 
is consistent with that of the sketches (31), yet contains little detailed analysis to confirm her 
assertion that, "Underneath the leaping configurations, the work is organised as precisely as 
a medieval motet". 11er identification of the use of the BACH cipher on the final page of the 
work is identical in its annotations to that of Jameux (32), and again raises the question of 
serial permutation and its application in the Second Sonata. To do justice even to this aspect 
of such an enormous work would be a study in itself, and the intention here is certainly not 
to denigrate the efforts of previous commentators. An examination of Boulez's annotations 
of Ex. 1.27 does provide some clues as to the serial processes. By coincidence, the 
segmentation of the row marked by Boulez, consisting of the note groupings 4-1-4-3, is 
identical to that used in Trope' from the Third Sonata, although the exploration of the 
structural implications of such segmentation in the latter creates a new dimension to his 
application of serial processes. In the Second Sonata, the first four-note cell, consisting of 
the notes D-natural - A-natural - D-sharp - G-sharp, is found in permutated form in rows 1, 
7, II, and VIII, and identified by him with horizontal brackets (refer to Ex. 1.28). From this, 
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one may deduce that groups of interlinked rows exist: 
17 11 VIII 
28 III IX 
39 IV X 
d 10 V XI 
SlI VI XII 
6 12 VII I 
This in itself creates further possibilities, with the linked rows being at the interval of a 
tritone. Closer examination of these tritonal transpositions reveals a second pitch convergence 
involving the other four-note cell, consisting of the notes E-natural - F-sharp - B-flat - C- 
natural. These are found in permutated form in rows 1,7, I and VII, and are again clearly 
identified by Boulez with brackets. Turning to the opening of the first movement, it is 
possible to demonstrate how the huge opening gesture, with its direct reference to both the 
'Hammerklavier' Sonata and to BACH, is based on the exploitation of these tritonal 
transpositions (Ex. 1.29). Rosen draws attention to this direct quotation from the 
'Hammerklavier' Fugue, and the parallel with Beethoven's attempt to break free of the 
boundaries of classical form: "Boulez's Second Sonata aims both to conquer and transcend 
the Academy" (33). Having discussed the retrogressive tendencies in the work, he goes on 
to note the innovations with regard to rhythm: "There is a dramatic use of certain rhythmic 
conflicts which temporarily annihilate a sense of metre" (34). Paul Griffiths supplies an 
example of such rhythmic conflicts in the context of the pitch cells of the first movement 
(35). He rightly emphasises the use of cellular rhythmic techniques derived from Messiaen, 
Jolivet, and Stravinsky, and the way in which their use provides a parallel with Boulez's 
cellular treatment of twelve-note technique, and goes on to assert that, in the Finale, "Boulez 
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would appear to be working his way towards a treatment of duration which can be assimilated 
to serial organisation" (36). Confirmation of such hypotheses must await the reassembly of 
the detailed sketches for the work: for the present, one can only express astonishment that 
such a comprehensive mastery of serial principles has been achieved by Boulez within a space 
of three years. 
Whilst a number of commentators, echoing Boulez, emphasise the aesthetic of 
annihilation which is present in his music at this time, it is equally important to note that the 
Second Sonata contains many of the elements which shape his thinking over the next decade. 
Thus an increasing awareness of the structure of individual components of sound is revealed 
in the second movement with its "use of the rhythm of release of notes as well as of their 
attack" (37), an anticipation of techniques more fully explored in 'Constellation', the central 
movement of the Third Sonata. The structural deployment of the concept of the trope is a 
further link between the two works, although its use in the earlier work is still on a one- 
dimensional level as a series of insertions: Boulez was to extend the technique to encompass 
the serial processes themselves in the Third Sonata. It is well known that the Second Sonata 
closes with references to the BACH motive, but less known is the recurrence of the same 
motive in the Third Sonata, albeit in more disguised form. 
This necessarily inconclusive survey of the early piano works at least provides 
a context in which to consider Boulez's subsequent stylistic development. His mastery of 
twelve-note technique is already beyond question, and his quest is for a means of integrating 
the various musical paramenters. Messiaen's Mode de Valeurs' suggests a way forward, and 
the serial integration of pitch and rhythm is finally achieved in 'Structures la' in 1951, with 
its adoption of a'chromatic' duration series derived from the pitch series. The mechanistic 
aspect of this piece, following Ligeti's painstaking analysis (38). has been the focus of most 
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critical commentary. although as Grifnit is points out. Boulez allows himself some creative 
freedom in employing. "... a palindromic arrangement of tempos, an increasing and 
increasingly stable density. and a variation in the fixing of pitch classes to particular registers" 
(39). The piece is a preliminary essay in the techniques of serial integration, and as such 
provides a challenge which was to occupy Boulez throughout the 1950s: to rediscover the 
creative freedom of the works of the previous decade in the context of a unified serial world. 
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CHAPTER TWO 
THIRD SONATA: A IREVIENV OF PERFORMANCE ANI) RECEPTION HISTORY 
For the fourth season of the concerts of the Domaine Musical in Paris, Boulez 
announced his intention of writing a new piece for flute and instrumental ensemble to be 
entitled 'Strophes'. The premiere was to take place on the 30th March 1957, the weck of 
Boulez's thirty-second birthday. However, by the time the programmes were printed, the flute 
piece had been replaced by a new sonata for piano, his third. In the event, neither piece was 
finished, and the Flute Sonatina of 1946 was played instead. It may be noted in passing that 
it would have been unprecedented for Boulez to use the forum of the Domaine Musical as a 
platform for the premiere of one of his own pieces. Despite his growing international 
reputation following the success of 'Le Marteau sans Maitre'. Boulez steadfastly refused to 
promote his own music in this way, and whilst his music did feature in the programmes of 
the Domaine Musicale (fifteen performances during the fourteen seasons of ßoulez's 
direction), these performances invariably took place after a work had been premiered 
elsewhere. The projected flute piece was eventually revised and incorporated in the first 
movement, 'Don', of 'Pli Selon Pli', although a twelve page sketch of the original score 
survives. 
The sonata, however, has had a much more complex history of both composition 
and performance. Within a few months of the Paris announcement, Boulez himself gave the 
first performance of the piece as Darmstadt on 26th September 1957, and a further 
performance was planned for Berlin later in the year. Boulez introduced the work to Paris 
the following year in the last concert of the Domaine Musical season on ]st March 1968, in 
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which he also directed Varese's 'Inngrales' and 'Octandre' for the first time. This Paris 
performance was a useful preparation for an event of greater international significance: the 
Cologne concert on the 28th March which included the premiere of Stockhauscn's'Gruppen'. 
lt is from this point that we can begin to trace in more detail the performance history of the 
Sonata, since a studio recording has survived. Boulez presented all five movements of the 
piece on these occasions, and the recording shows him to be adopting the order 
Constellation"Strophe"S6qucnce-Antiphonic-Trope. As we will see, this ordering was 
probably seen by Boulez as a temporary expedient, forced on him by the still fragmentary 
state of three of the movements. It is clear from the extent of the surviving sketches that he 
had every intention of finishing the piece. Despite the rather unbalanced shape of the work 
in this form, with three miniatures placed in between the two completed Formants, the critical 
reception was nonetheless favourable, to judge from a review of the Paris performance by 
Claude Rostand, published in 'Melos', December 1958. lie described the piece as being 
among the most "interesting and arresting works of contemporary literature", and continued: 
"It seized the listener above all by its unusual abundance of sonorities and new use of 
extraordinary piano possibilities. Striking and - measured against earlier pieces by the 
composer - unusual, is the strong dramatic and dynamic momentum of the work". 
Despite the positive tone of these comments, the work was withdrawn after these 
early performances in order to revise 'Antiphonie', 'Strophe'. and 'Sequence'. The two 
movements which had already been completed, Trope' and 'Constellation', were published by 
Universal Edition in 1961 and 1963 respectively, although 'Constellation' was printed in its 
alternative version, 'Constellation"Mtiroir', in which the order of the six sections is reversed. 
Since then, only one short section, 'Sigle', itself an excerpt from 'Antiphonie' has appeared in 
print as part of an anthology, 'Styles in Twentieth Century Piano Music' (U. E. 12050,1968). 
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Even this is not a performing version. since the necessary page divisions are not indicated, 
Among the critical responses to the publication of' Trope' was a sympathetic and 
perceptive article by Nicholas Maw. 'Boulez and Tradition' (Musical Times. March 1962). 
Noting that the picce shows "a renewal of the brilliance of the two earlier piano sonatas, with 
more concentration on the material and Icss striving for cffcct", he proceeds to a discussion 
of the ordering of the four sections. Likening the movement to a sonata structure in which 
Tcxtc' is the cxposition, 'Commcntairc' and 'Parcnth6sc' dcvclopments, and 'Gloss' "the 
break-up or coda of the materialw, he draws an illuminating comparison with the four 
'ßourreaux de Solitude' movements in 'Le Marseau sans Maitre': "Elements are introduced. 
mingled and built-up until finally a statement is made. Then the whole edifice is taken down 
again". Maw goes on to express reservations about the elements of choice in Trope': "At a 
guess I would say that Boulez started with the Texte' section and through-composed the 
whole movement from there. lie does not, however, wish the audience to listen to it that 
way". This is debatable, since, as we will see, the sketches make it clear that the concept 
of choice informs the structure on a number of levels. Nonetheless, the article is an important 
contribution to the initial responses to the sonata, and its positive tone is a sharp contrast to 
the reaction which greeted the publication of 'Constellation"htiroir'. This took the form of 
an editorial in'IMtusic and Letters'. July 1963, castigating the layout of the printed edition, and 
complaining that, "Throughout the entire piece no instruction is given as to the order in which 
the fragments are to be played, what the arrows mean, or why the music is printed in two 
colours". The anonymous author continues, disingenuously: "I hope the more fiery members 
of the avant-garde mill not hastily assume that I am expressing any judgment about the music. 
I am unable to do so, as I cannot read it". 
Nevertheless, performers were not slow to respond to the challenges 
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presented by the already notorious score. Among the first was the distinguished Belgian 
pianist Marcelle Mercenicr, who performed the Constcllation"Miroir at a Domainc 
Musical concert on 24th April, 1963. The programme also included Xcnakis's'ilerma', 
which was given a dazzling performance by the cightccn-year-old Georges I'ludcmachcr, 
It was perhaps as well that Boulez was unable to attend the concert because of a three 
month absence at Harvard University during the spring of that year. Given his 
unsuppresscd antipathy towards the music of Xcnakis, the account he rcccivcd of the 
event from Suzanne Tezcnas in a letter of 4th May must have been particularly galling 
- the "mediocre" performance by Merccnier of his own piece was in sharp contrast to 
the success enjoyed by Pludemacher, about whose engagement Boulez had expressed 
reservations (letter of 16th April to Suzanne Tezenas). 
The first performance in the United States was given in Los Angeles at the 
Philharmonic Hall on 5th February 1962 by Leonard Stein, the pianist/musicologist who 
was later to become President of the Arnold Schoenberg Society and Editor of sections of 
the Complete Edition. A curious feature of this performance, according to a review by 
Albert Golding in'Musical America'. April 1962, was that Stein apparently performed "the 
first three movements, or 'formats' [sic) as the composer calls them". Since the 
performance predated the publication of'Constellation-Miroir'it was likely that Professor 
Stein had been in direct contact with Boulez, and conceivable that he was able to obtain 
from the composer permission to perform one of the unfinished formants. My 
preconception was that it was unlikely that more than two movements were performed at 
the American premiere, given that such close associates of the composer as Mercenier and 
Rosen performed only the two published movements during the 1960s. A more plausible 
explanation seemed to be that Constellation-Miroir was assumed by an unsympathetic 
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reviewer to be two separate movements. Hence my surprise when Leonard Stein was able 
to confirm in a letter to the author, dated December 19th, 1995, that he had indeed 
performed'Antiphonie' during his tour of 1962 in addition to the two published Formants. 
lie related in a subsequent telephone conversation (3.1.96) that he had written to Boulez 
expressing an interest in the piece, and had received photocopies of three movements. Ile 
had delayed performing the piece until after Boulez's performance in Cologne, partly 
because of various textual uncertainties. It was his belief that Boulez had made some 
subsequent adjustments to tempo marks in 'Antiphonie', but he was not certain of the 
details. After his own first performance of the piece, he apparently gave approximately 
six performances, all in the USA, including one at Harvard University, where he was 
coached by Boulez This must have taken place in Spring 1963, during Boulez's three 
month residency at Harvard, and at a time when he was engaged on the third stage of work 
on 'Antiphonie'. Leonard Stein's comment that, "He seemed more interested in the piano 
harmonics... than in the tempi", anticipates the approach in Boulez's introduction to Charles 
Rosen's performance at the Queen Elizabeth Hall, London, where he is at pains to draw 
attention to the sonorous aspects of the score, and away from the issue of formal mobility. 
Generously, Leonard Stein looked up other details concerning the premiere in answer to 
my subsequent enquiry, and confirmed that he was able to work from a photo of the 
original manuscript of'Constellation' before going to Europe in 1961, and that he possessed 
a pasted-up proof of the first edition, marked 'Miroir' (1). It was this copy that he was 
likely to have used for the premiere in 1962. In any event, the impression left by the 
sonata on this occasion, at least on Albert Golding, was "much like Webern with a bit 
more meat on the bones". 
The New York premiere followed later the same year on November 13th at the 
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Town Hall, the pianist being Charles Rosen who was to become more associated with the 
piece than any other interpreter, being responsible for the first commercial recording made 
in 1972 "under the composer's supervision". A curious feature of Carl Sigmon's review 
in 'Musical America', January 1963, was his failure to respond to the novel sonorities of 
the piano writing: "In one hearing I could not understand the 'disintegrated' rhythms and 
melodies, the groggy and scratchy sounds interspersed with silence: but I was definitely 
unhappy at Boulez's tendency to reject sound as sound". 
lt was Rosen who gave the first U. K. performances of the two published 
Formants in separate broadcasts, Trope' being heard in May 1963, and 
'Constellation-Miroir' the following year in a live concert performance given on 31st 
March 1964. This performance predated by less than two months the first public 
performance in London of'Constellation"Miroir', given at the Wigmore Hall on 25th May 
by Robert Sherlaw Johnson. In a sympathetic review in 'Music and Musicians', August 
1964, Bernard Jacobson attempted to define the stylistic roots of the music: "Beside the 
fertile exuberance of Messiaen, Boulez, himself a richly imaginative and expressive 
composer, emerged as a paragon of restraint, intellectual distinction, and the kind of 
sensibility usually, with little justification, called Gallic". 
Both Rosen and Mercenier gave further BBC performances, Rosen's broadcast 
on 17th June 1970 of both published formants being a recording of a concert at the 
Queen Elizabeth Hall at which the performance was introduced by the composer, and 
Mercenier's consisting of a studio recording of 'Constellation-Miroir', broadcast on 14th 
December 1971. 
It is instructive to compare these various broadcasts with one another, with 
Rosen's commercial recording of 1972, and with Boulez's own 1958 recording. A 
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prominent typographical error in the printed edition of 'Constellation-Miroir' is the 
erroneously notated final note: B-double flat instead of the correct Il-flat, an error which 
found its way into many performances (including my own) until the revised edition, 
edited by Robert Piencikowski, corrected this and a few other less prominent misprints. 
Boulez himself plays the correct II-flat, but since he alone of these early interpreters 
plays the unpublished forward version of 'Constellation', the note is much less 
prominently positioned near the beginning of the movement (It should be noted in 
passing that the mirror version simply reverses the order of the six sections, and does not 
affect the internal ordering within individual sections). Both Mercenier and Rosen 
(twice) in their BBC broadcasts play the erroneous final note, a particularly remarkable 
fact in the case of Rosen's 1970 performance, given in the presence of the composer: the 
error was only corrected in the 1972 recording. 
Despite the generally ignorant tone of the 'Music and Letters' editorial cited 
above, it does raise the important issue of the practicalities of reading the score and 
realising a performance. Boulez, Mercenier and Rosen (1964) all omit accidentally at least 
one section, presumably a result of attempting to use the score in its original format under 
performance conditions. At no point do the playing instructions stipulate that the choices 
have to be left to the moment of performance, and it has been my own practice in 
performing the piece to make the decisions in advance and order the sections accordingly. 
In his introduction to the 1970 Rosen performance, Boulez implicitly forbids this approach. 
His normal fluency deserts him as he embarks on an explanation of the controlled use of 
aleatoric procedures in the movement and the performer's role: "That's... I called, er... that's 
one of the examples of what I called a kind of ... work... you decide at the last moment how 
you are playing, because you see that the movement is not written normally... I mean, 
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cr... with a succession... you must not read the page from top to bottom but you have the 
choice of succession to yourself. The performer decides himself what... for... way... he will 
find, so (sic) the structure of the music"(2). Should one take Boulez at his word on this 
matter? The issue is a complex one, given the controversy surrounding the whole question 
of chance procedures and Boulez's attempts to distance himself fron all but the most 
tightly controlled element of performer choice. One of the questions which will be 
addressed in this study is the nature of performer choice in the published Formants, in the 
context of IIoulez's tendency to revise works and in so doing to fix rigorously the sequence 
of performance. A case in point is the Third Improvisation from 'P11 Selon Pli' which was 
only released for publication after the elements of choice had been eliminated. Could it 
be that Boulez's comments need to be considered in the context of a time, more than 
twenty-five years ago, when aleatoric procedures seemed to represent the most important 
compositional innovation of the previous decade, and Boulez himself, from being the 
central figure of the European avant-garde of the 1950s, was now in danger of being cast 
as a rather conservative figure in relation to such extreme manifestations of 'intuitive' 
music as Stockhausen's 'Aus den sieben Tagen' (1968)? 
Concerning the question of performer choice, it is instructive to examine 
the three Rosen performances. In the 1964 performance, there is an audible swish of 
pages being turned, and the somewhat tentative performance has a feel of being realised 
on the spur of the moment. A comparison of the ordering of sections shows that there 
are some differences from the later performances: the 1970 broadcast and 1972 
commercial recording are identical as to order. It is surely straining credibility to 
suggest that this correspondence was coincidental even given the very limited room for 
manoeuvre allowed by the composer. I would suggest that Rosen had fixed an 
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appropriate sequence in advance and used this as his "performing version" of the 
movement. There is a considerable gain in continuity and overall cohesion as a result, 
partly a consequence of the ordering adopted in 1970 and 1972, one which cmphasiscs 
a sense of flow between the fragments. The 1972 version is clearer in articulation than 
that of 1970, and more spacious in conception than either of the earlier versions. In this 
respect it comes closest to Boulez's own performance, which, with its ear for keyboard 
sonority and rhythmic precision, makes it in many ways the most musically satisfying. 
Mercenier's 1971 performance, with its highly individual approach to ordering 
the sections, emphasises the essential cohesion of the movement but at some sacrifice 
of detail of articulation and tonal range. She revisited London some six years 
afterwards, and in a recital at the Purcell Room performed the two published formants 
and preceded them with 'Antiphonie'. Nicholas Kenyon, writing in the 'Financial 
Times'. described 'Antiphonie' as "a short, powerful upbeat to the two following 
Formants". The description would fit the one-minute long movement which Boulez 
performed in 1957 rather than the enormously expanded and still unfinished movement 
into which 'Antiphonie' has evolved. Nonetheless, apart from Leonard Stein's 
performances in the early 1960s, this is the only record of a performance of this formant 
since its withdrawal in the late 1950s. The redoubtable Mme. Mercenier apparently 
performed the entire work from memory, a feat which provides an additional dimension 
to the issue of performer choice raised in the preceding paragraph. 
Of the first generation of pianists associated with Boulez's piano music, it 
remains to discuss the contribution of Claude Helffer, who became associated with the 
Ensemble du Domaine Musical, and made the first commercial recording of the 
notoriously difficult Second Sonata in 1971. A decade later, Helffer recorded all three 
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Boulez Sonatas - the first artist to do so, since Rosen's projected cycle has never been 
completed. This recording of the Third Sonata is the first since the Boulez 
performances to present 'Constellation' in its unpublished non-mirror version, and as in 
ßoulez's 1958 studio performance, it precedes Trope'. In this Formant, llclffer boldly 
takes Boulez at his word regarding the optional sections in 'Parenthese' (where PS is 
omitted) and 'Commentaire' (where C3 and C8 are omitted). The logic of these 
omissions will be addressed in the light of my analysis of the Formant and study of the 
sketches, but it is worth noting at this stage that both Rosen and Boulez himself 
perform all the optional material. 
Helffer took part in a Forum on the music of Boulez, held in Paris in 1974, 
and his contribution took the form of a conversation with Dominique Jameux, extracts 
from which were printed in 'Musique en jeu', November 1974. In reply to a question 
concerning performer choice in the Sonata, he answered: 
"Theoriquement, je devais jouer chaque fois differemment. En fait, je 
ne le fais pas je crois qu'il s'etablit une certaine correspondance entre ma 
personnalite et les possibilites de I'oeuvre.... Comment en suis-je arrive 
ä jouer comme je le fais aujourd'hui?... La premiere chose ä faire, c'est 
de trouver les parcours possibles, en tätonnant; au fond, il faut d'abord 
travailler chaque sequence separement pour ensuite les enchainer. Petit 
ä petit l'on est amend ä enchainer deux ou trois sequences oü vous sentez 
de de facon subjective que cet enchainement est logique alors qu'un autre 
ne vous plait pas. Vous arrivez ainsi A un certain parcours qui vous 
permet d'aller du debut ä la fin de la partition. Au bout de trois ou 
quatre essais, je n'ai plus en envie de continuer, satisfait du parcours que 
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j'avais. Avant de jouer'Constellation-Miroir', j'ai trois parcours daps ma 
tete, prdvus, cc qui n'empeche pas d'etre parfois amend brutalement, sur 
scene, a faire un parcours que je n'avais pas prevu"(3). 
This honest and revealing statement, upholding as it does the role of intuition in performance, 
enables Helfer to reconcile the aleatoric principles of the work with the need for the pianist 
to commence a performance with a concept of an integrated structure. As he points out in 
another reply, this approach also enables him to take account of the qualities of a particular 
piano or of the acoustic in which the performance is to take place. Well aware of the new 
pianistic sonorities explored in the Sonata, he asserts: "Boulez has succeeded in a manner at 
the same time intuitive and rational, of utilising the harmonics of the piano to create a sort 
of general theory which was only implicit at the end of Schumann's 'Papillons' or 
Schoenberg's Opus 11 and 'Pierrot'". In the light of these statements it is not surprising that 
iielffer's performance is among the most sensitive and musically aware, with a particularly 
wide range of pianistic colour at the softer dynamic levels. 
By the time that Helffer's complete recording appeared, a new generation of pianists 
had taken up the challenge of the still incomplete Sonata, and among British pianists, both 
John Barstow, at the Royal College of Music, and Ronald Lumsden, at the Purcell Room on 
10th April 1973, gave London performances. Lumsden was particularly associated with the 
work, which he also broadcast for the BBC. After praising Lumsden's performance, Max 
Loppert, writing in the 'Financial Times' observed: "The music itself was to me, as ever, a 
mystery ... an alchemical 
delusion of self-regarding self-absorption". Nicholas Kenyon, writing 
in the 'Daily Telegraph' was less negative in response, but drew attention to the problem of 
performer choice: "The real task is to bring these ever-changing combinations into a 
relationship that is convincing, at least in retrospect". 
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That the issue of performer choice remains intractable is evident from the solutions 
adopted in more recent performances. Bernard Wambach's account is authorative, but in two 
performances separated by four years - South West German Radio in 1985, and BBC in 1989 
his ordering of the sections in 'Constellation-Miroir' is virtually identical, suggesting a fixed 
and pre-determined plan. By contrast, Jeffrey Swann, in a 1994 commercial recording, 
performs the Sonata twice, exploring some of the possible permutations available, and thereby 
suggesting that the piece becomes in effect a new experience - "a self-renewing kind of 
mobile complexity", in Boulez's phrase - as a result of these variations. Hais two performances 
of Trope' are complementary, in that the second is a virtual reversal of the order of the four 
sections adopted in the first performance. Taking his cue from Iielffer, Swann subjects the 
optional sections in 'Parenthese' and 'Commentaire' to some rather drastic editing, although 
again the performances are complementary. Thus the first performance omits C2, C4, and C7, 
whilst the second performance reinstates these sections but omits C3, C6, and C9. Even more 
drastic is the treatment of 'Parenthese', the first performance omitting the central P3, the 
second reinstating this section, but omitting the other four optional sections. His 
performances throughout lack the articulation and clarity of detail found in the best accounts 
of the work, but his two accounts of 'Constellation"Miroir' show a particularly resourceful 
ordering of the "Star" arrangement (fragments 8-12) of Blocs II, and he shapes the ending of 
this section imaginatively, characterising the sustained single bass notes in a manner 
suggesting a loss of energy and direction. 
The other available commercial recording of the work is that by Herbert iienck, 
originally issued in 1985 as part of a complete recording of the Boulez sonatas. A noteworthy 
feature of this account is its duration: Trope' alone lasts some nine minutes as compared to 
the six minutes forty-eight seconds of the Helffer recording. A leisurely approach could have 
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much to commend it, given the tendency of some performers to gloss over details of 
articulation, but ilenck's is a ponderous account, marred by textual misrcadings surprising in 
a musician of his undoubted intellect and experience. Among the most obvious of these are 
the misread clef signs in the middle staves of Trope': thus the quintuplet in the second system 
of'Glose' is read as in the treble clef rather than the bass: in C9 of'Commentairc', the G-flat 
- F-natural major seventh interval is incorrectly read in the bass clef as B-flat - A-natural: and 
in 'Parenthese', P4, the low B-natural in the bass clef is misread as a G"natural in the treble 
clef. His account of 'Constellation-Miroir' is much more textually accurate despite 
perpetuating the B-double-flat typographical error of the final note onto compact disc. Again 
the performance is remarkable for its slowness: an unprecedented fifteen minutes, nearly four 
minutes longer than in Helffer's recording, and testing the resonance of his piano beyond its 
capacity, at least in this recording. 
It is pertinent to consider anew the issue of performer choice in the context of the 
range of approaches to the work. Certainly it is the case that the second generation of 
performers have been freer in their willingness to exercise this choice than the generation first 
associated with the piece - performers working directly under the influence of composer and 
presumably with some knowledge of his insights as an interpreter. Whilst conceding the truth 
of Helffer's observation that the possibilities are infinite as each performer's personality 
interacts with the musical material and attempts to articulate the structure, it is nonetheless 
of relevance to raise the question of performance tradition. As I have suggested, the first 
generation of performers seem closest to the composer's approach to the work: with later 
performers one has the impression that something of this developing tradition has been lost 
in the enthusiastic exercise of performer choice. Could it be that the very concept of choice 
militates against the establishment of performance tradition? Or might it be the case that 
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such a concept is irrelevant to interpretation ora work characterised by "a self renewing kind 
of mobile complexity"? And, above all, can any interpretation of the two published Formants 
be other than provisional, pending completion of the entire work? 
These questions, and the issues raised by them, form a starting point for the 
present study. One concern of this is to examine the aesthetic of performer choice in 
the context of a reassessment of the published Formants and the available sketch 
material relating to them. By an examination of the material relating to the genesis of 
these movements, it is hoped to shed some light on the composer's attitude to performer 
choice, and the consistency of this in relation to his expressed views. Furthermore. 
given the absence of detailed commentaries on the unpublished Formants, it is intended 
to examine the available sketches, not only for the light they shed on Boulez's 
compositional methods, but as a means of placing the published Formants in their 
proper context. First, however, it is necessary to examine the various commentaries on 
the Third Sonata in the light of the foregoing review of the work's performance history. 
The starting point for a survey of commentaries on Boulez's music must be 
the composer's own writings. These are now readily available in translation, and a new 
complete French edition is in preparation, Volume I having appeared in 1995. The 
commentaries most directly relevant to the Third Sonata are those found in the chapter, 
Technique Musicale' in Tenser la musique aujourd'hui' (4), a transcription of a series 
of lectures given at Darmstadt in 1960, in which the compositional basis of Trope' is 
expounded, and the subsequent article, 'Sonate, que me veux-tu? ', which gives a 
tantalising glimpse of the overall design, with its open structure and allusions to literary 
models. 
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These articles will be examined in detail elsewhere in the study, but it is 
interesting to observe at this point in the context of Boulcz's writings that he had been 
familiar with syntactical experiments in literature and their accompanying structural 
implications over a period of many years prior to 1957. References to the poetry of 
Mall=6 are a constant refrain, and as early as the article, ' Moment de Jean-Sdbastien 
Bach'(] 951), he concludes a diatribe against neo-classicism with an exhortation which, 
in its dismissal of academicism masquerading as tradition and authenticity, has at least 
as many resonances for the modem reader as it must have had at the time: "Au milieu 
des semblants de logique dont nous pourissons, d'aphorismes depourvus de tout esprit 
critique, d'une 'tradition' tiree ä hue et ft dia pour le besoin de toutes les causes plus ou 
moms honteuses, au milieu de ces activites meprisables de besogneux en quote d' 
'authenticite', redonnons enfin son potentiel ä ce que Mallarme appelait le'llasard'" (5). 
The article ends with a direct quotation from 'Un coup de des', the literary model for 
the pivotal central formant of the Third Sonata: "Toute pensee emet un coup de 
des"(6). 
The article 'Ales' which appeared in 1957, the year of the sonata's first 
performance, develops these philosophical issues in more polemical form. The questions 
it addresses, particularly the role of the performer in articulating mobile structures, will 
form a part of this study, but it is worth remembering at this stage that the plan of an 
open musical form was not a concept which suddenly emerged in the Third Sonata. 
With the benefit of hindsight we can see it as a logical extension of the structural 
processes of his earlier works. Thus the title of the 'Livre pour Quatuor' (1948) in itself 
suggests the idea of an open form, and the piece has remained incomplete, the fourth 
movement never having been published. Even a rare recording of movements one and 
57 
three, by the Parrenin Quartet apparently under the composer's supervision. is puzzling, 
deviating from the published score at many points and sadly suggestive of yet another 
magnificent "work in progress". Boulez was to apply this principle of an open form 
again in the work preceding the Sonata, 'Le Marteau sans Maitre'. h ere, the three 
'books' are interleaved in a fixed order, but in a way which is but one step removed 
from the more flexible structures of the Sonata. Boulez makes explicit reference to this 
connection during the 'Conversations with Celestin Deliege': "The fact that there is not 
one continuity but several, that the cycles interpenetrate one another and that, in the last 
piece, they do so within a single piece (which is a microcosm of the entire work) marks 
an important stage in my progress towards what was effectively the breaking-up of 
musical continuity"(7). The book also contains some interesting observations on the 
Third Sonata itself - particularly so as they are Boulez's most recent published thoughts 
on the progress of the composition. These will be considered in the context of a study 
of the available source material. 
The various reviews, cited above, which accompanied the publication of the 
two completed Formants of the Third Sonata, are supplemented by critical 
commentaries, to be found in chapters in books on Boulez, as well as passing references 
in commentaries of a more general nature on postwar music. There is a monograph by 
Manfred Stahnke entirely devoted to an analysis of "Trope', and this major study is 
supplemented by a series of articles, the most relevant of which are listed in the 
bibliography. As a prelude to any survey of this material and its relationship to 
Boulez's own writings, one must consider Robert Piencikowski's brilliantly argued 
introduction to Stephen Walsh's translation of Boulez's early writings, 'Stocktakings 
from an Apprenticeship'. After a discussion of the chronology of essays and their 
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impact on Boulez's contemporaries, Piencikowski goes on to assess their influence on 
future commentators on the music. lie notes that "if one compares them with the works 
whose course they plot, the writings turn out to be extremely stingy, and yield only a 
tiny part of their musical matter". And yet, "If one consults certain analyses published 
today, one sees the extent to which they are dependent on the Boulez articles, merely 
confirming the examples given by the composer by relating them to the scores from 
which they were extracted - in which respect their authors have allowed themselves to 
be caught in the snares of what can only be called a tautology" (8). 
If one examines the chronology of commentaries on the Third Sonata it is 
striking that virtually nothing was published until after the references in 'Penser la 
Musique aujourd'hui', the English translation of which appeared in 1971, a decade after 
the printing of 'Trope'. Apart from a brief descriptive article by Gyorgy Ligeti (9), the 
two exceptions are Ernst Thomas's article 'Was ist Aleatorik? ' (10), which considers the 
concept of aleatoricism in relation to recent works by Boulez and Stockhausen, and 
Nicholas Maw's brief but sympathetic 'Boulez and Tradition' (11), written shortly after 
the publication of 'Trope', and discussed earlier in the chapter. It was to be over a 
decade before more detailed commentaries on the nature of this challenge began to 
appear, and it is interesting to confirm the acuteness of Piencikowski's observations, 
quoted above, when considering analyses of the work. 
Thus both Paul Griffiths (12) and Dominique Jameux (13) confine themselves 
to descriptions which derive from Boulez's own, both in pitch analysis and commentary 
on the work's overall shape. They thus fail to take account of a most interesting article 
by Iwanka Stoianowa, 'La Troisieme Sonate de Boulez et le projet mallarmeen du 
Livre' (14) which, taking'Sonate, que me veux-tu? ' as its premise, develops the parallels 
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between the creative processes of I-, lallarmo and Boulez. This section of the article is 
on rather dangerous ground since, if Boulez is to be taken at his word, the Sonata had 
been completed at least in its initial form prior to the publication of hlallarme's sketches 
for 'Le Livre'. Ms. Stoiakowa proceeds to a survey of the sonata as a whole, again 
based on Boulez's commentaries, and then attempts a detailed pitch analysis of a section 
of Trope'. Whilst IIoulez's exposition forms the starting point, her analysis of Texte'. 
with its exposition of a tritonal structure, is both detailed and perceptive. 
Most interesting of all is Ms. Stoianowa's commentary on the unpublished 
'Antiphonie'. ßoulez's description of this Formant in 'Sonate, que me veux"tu? ', of a 
movement consisting of five fragments each with a variant on the reverse of the page, 
and four possible performance routes, corresponds closely with the form of the 
published fragment, 'Sigle' (UE12050). A note to the printed edition adds the 
information, In the original version the pages are cut through horizontally, so that by 
simply turning over different sections of the pages alternative musical continuities may 
be achieved. For technical reasons this method of preparing the pages has not been 
possible here" [It is a simple matter to restore the arrangement by dividing each page 
into groups of two plus three fragments, as found in the autograph in the Paul Sacher 
Stiftung]. Ms. Stoianowa's description likewise corresponds to the form of 'Sigle, but 
her metronome marks () = 60 and )= 72/80/96) differ slightly from those published in 
'Sigle () = 48 and )= 72/80/96). This could be passed over as a minor discrepancy 
were is not for the fact that her metronome marks are identical to those found in the 
original version of'Antiphonie' performed by Boulez in 1957. This movement, although 
in five sections, is a separate piece from 'Sigle', and lacks the element of performer 
choice described by Boulez and Ms. Stoianowa. To compound the puzzle, Ms. 
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Stoianowa quotes an unpublished excerpt from'Antiphonic' which corresponds to none 
of the available sources " that is, the published 'Siglc'; the version of 'Antiphonie' 
performed by Boulez in 1957; and the re-composed and vastly expanded version of the 
Formant described by Allen Edwards (1S). These articles are the only ones which 
venture on the uncharted area of the three unpublished formants, and yet, as Edwards 
points out, a knowledge of all the material has a significant bearing on how, as 
performers and listeners, we perceive the published movements. 
Other commentators, following Boulez's seductive lead, have concentrated 
on analysing the serial methods employed in the published formants and pursuing the 
parallels with literary models. Foremost among these is the monograph by Manfred 
Stahnke devoted to Trope' (16). A chapter is devoted to a consideration of Boulez in 
relation to Joyce and Mallarme, but by far the largest section of the book consists of 
an analysis of the pitch cells, followed by a detailed consideration of the rhythmic 
organisation of the Formant. This breaks new ground in that rhythm in Boulez's music 
is virtually never discussed by commentators despite the continual, although usually 
unspecific references in the composer's writings. Stahnke's analysis of the pitch 
structure is a painstaking piece of work, and remarkable in many ways especially as he 
evidently did not have access to the sketches - the four squelettes ('skeletons') unlock 
the musical structure, as we will see. A deficiency of Stahnke's analysis is that, 
although formidably detailed, it is largely descriptive. Thus there is no attempt to 
integrate the components of pitch and rhythm into a higher unity which would shed 
light on the musical discourse as a whole. Nonetheless, the book is a considerable 
contribution to the subject, especially bearing in mind the absence of comparably 
detailed analyses, and the tendency of other commentators to make general and 
61 
unsubstantiated observations. 
There is no study of 'Constellation"Miroir' of comparable detail, although 
Anne Trenkamp's article, The concept of "Alca" in Doulez's "Constellation-Miroir"' 
(17), is an attempt to grasp some of the performance issues raised by the score. She 
makes the valid point that Boulez's use of variable tempo indications helps to smooth 
the transitions between sections and therefore helps "to control the rate of musical 
events". After a discussion of the role of performer choice in Altlange. whose six 
segments she divides into four units, she then proceeds to list in tabular form the 
segments of the Formant and their grouping into larger units. The process by which 
this is obtained is not explained, and there is evident illogicality in the fact that 
Melange, one of the shortest and simplest sections, has four units, whilst the longest and 
most complex section, Blocs II, has twenty-four segments reduced to only three units. 
Her perfunctory discussion of the pitch organisation of the Formant is fundamentally 
flawed since she bases it on the segmentation employed by Boulez in Trope'. As the 
sketches make clear, and as pointed out by Rosangela Periera (18), in a short but 
brilliantly incisive article, an identical pitch series is subject to different segmentations 
and treatment in the two published Formants. It is unsurprising in view of this false 
premise that Ms. Trenkamp concludes that "lack of definitive, hierarchical pitch 
organisation results in a bland uniformity of pitch structures". It is precisely such a 
unity of the horizontal and vertical elements which Boulez was striving for in the 
Sonata, and the thrust of Boulez's approach to serialism throughout the work is precisely 
to create the pitch hierarchies which Ms. Trenkamp claims to be absent. In answer to 
a question by Deliege concerning the technique of'frequency multiplication' in the Third 
Sonata, Boulez's reply includes the following: "I believe it is impossible to write in two 
62 
different dimensions following two different sets of rules, and that one must in fact 
follow laws that apply reciprocally to the horizontal and the vertical" (19) (One might 
add the thought that these comments resonate with meaning for any student of 
nineteenth-century music, and that they were made at a time when Boulez was studying 
'ihe Ring' in preparation for the centenary production at Bayreuth in 1976). In Ms. 
Trenkamp's view, the structure of 'Constellation-Miroir' depends upon "juxtapositions 
of texture", and therefore "the basic six-part structure remains primary". Tliis is 
unexceptionable; but it is surely overstating the case to claim that "Boulez has loaded 
the dice of chance - he has only conceded to the performer the things that do not 
matter". One conclusion to be drawn from a survey of the work's performance history 
is that the choices made by the performer are of great importance in articulating the 
structure, and that different performers reflect their own personalities in relation to the 
score by exploring the available options. 
The literature dealing directly with performer choice in the work is 
comparatively small. Robert Black (20) opts for a philosophical rather than a musically 
analytical approach to the subject, and his commentary is accordingly couched in 
non-specific and at times impenetrable prose: 
"The performer's rejection of a single linear, temporal dimension 
may finally loom as a mostly private entertainment. But, if he can 
bestow upon these recondite strains of music the intensely defining 
characterizations of premonitory or retrospective reference, he may, 
through a relentless pursuance of this tactic of polyvalent transaction, 
elude a fixed temporal center and manage at least to suggest the 
provisional, indeterminate radiations of time which are mirrored in the 
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work's syntactical strategies". 
Of much more direct relevance are Charles Rosen's thoughts (21) on the Sonata and the 
nature of its originality, although it would be fascinating to have heard this great 
musician discussing in detail the logic of his exercise of choice in relation to the score. 
Alone among commentators, William iarbinson raises this issue (22). His analysis of 
'Parenthese' is an attempt to articulate the structure in order that the performer may 
exercise choice in an informed manner. However, having raised the issue, he proceeds 
to side-step it: "The performer must choose to include or omit the various optional 
passages. This decision should be made from one of two interpretations of the 
relationship which exists between the mandatory and optional materials: one either 
regards the optional passages as isolated developments which interrupt, yet comment 
on, the sequential discourse of the mandatory passages (as in the process of 'troping'), 
or one regards the optional passages as forming a complete and continuous entity that 
exists parallel to the fixed pregression of the movement". Quite so, and the author has 
identified the issues with commendable clarity. One might add that it is now the task 
of the performer/analyst to investigate the music in yet more detail so as to able to 
make such a decision on an informed rather than purely intuitive basis. 
This survey of the available literature on the Third Sonata and the 
compositional issues arising from the unfinished Formants, together with a review of 
the reception history, provides the context for my research into the work. Whilst some 
detailed analyses of the serial structure have been undertaken, there has been as yet 
little direct attempt to relate analytical conclusions to the specific issue of performer 
choice in the Third Sonata. With one exception, there has been no examination of the 
unfinished Formants and therefore of the extent to which they might affect our 
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perception of the two published sections of the work. The extensive sketches have not 
yet been the subject of a detailed survey in relation to the formal shape, of the 
published formants and the operation of performer choice. The present study 
approaches the material essentially from a performer's standpoint, and is an attempt to 
understand the compositional process for the light it sheds on performance. To this 
end, a thorough examination of all the available material is undertaken, beginning with 
the genesis of the work in the context of Boulez's writings, and the artistic climate of 
the 1950s. 
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CHAPTER THREE 
THIRD SONATA: BACKGROUND AND SOURCE MATERIAL 
BOULEZ'S WRITINGS 
A surprising feature of our investigation so far has been the realisation that a 
wide range of influences were absorbed into IIoulcz's musical personality during his 
early Paris years, and, that despite all his efforts to obliterate the past, his early music 
is steeped in tradition. His interest in literature, the writings of Gide, for example, 
forms a background to these musical influences, but it is not until the appearance of the 
cantatas of 1948, both to poems by Rene Char, 'Le Visage Nuptial', and 'Le Soled des 
Eaux', that we find the first direct evidence of the influence of the French literary 
tradition on Boulez's musical thinking. The expressive demands of the poetry force 
Boulez to expand his musical technique in response, and we observe his 
experimentation in the use of quarter-tones in the choral writing of 'Le Visage Nuptial'. 
It is in the letters to Cage that we find the first explicit reference to an even more 
ambitious project, a setting for choir and large orchestra of Mallarme's poem, 'Un Coup 
de Des'. Boulez makes passing reference to the new work in a letter of June 1950, 
remarking that, by way of preparation, he had bought all of Bach's vocal works. 
Contemporary with this letter is the article, 'Moment de Jean"Sebastien Bach', which, 
as noted in the previous chapter, concludes by quoting the final line of Mallarme's 
poem. From now on, Boulez's articles are punctuated with references to Mallarme, but 
no traces of the musical sketches for'Un Coup de Des' seem to have survived. A final 
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reference to the piece is found in a letter of December 1950 to Cage, and it suggests 
that microtones were to be exploited to the extent that a specially tuned instrument 
would need to be constructed in order to perform it. Whether or not the impracticality 
of such demands caused the abandonment of the work, it is the case that other projects 
assumed more importance for the time being, and it was not until 1957 that 'Un Coup 
de Des' re-emerged in a quite different form - as the structural model for 'Constellation', 
the central movement of the Third Sonata. 
In the meantime, Boulez returned to the poetry of Char for his next vocal work, 
The premiere of'Le Marteau sans Maitre' was scheduled for the 1954 Donaueschingen 
Festival. The cancellation of this performance because of the illness of one of the 
instrumentalists gave Boulez the opportunity to make some minor revisions and to 
compose a ninth movement, the Double of 'Bel Editce' - which was completed in 
March 1955. The complete work received a triumphant first performance on 18th June 
of that year, a date which marks the consolidation of the composer's international 
reputation. 
The intervening months were also occupied by an article'Recherches Maintenant' 
which first appeared in 'La Nouvelle Revue Frangaise in November 1954. In it, Boulez 
acknowledges the necessity for the more flexible technique of 'Le Marteau': "Webern 
n'avait organise que la hauteur, on organise le rhythme, le timbre, la dynamique; tout 
est pature ä cette monstreuse organisation polyvalente dont il faudra rapidement 
dechanter si I'on ne se condamne pas ä la surdite"(I). In its way, the piece occupies a 
similar position in Boulez's output to the many vocal works which Schoenberg 
composed in the decade following the abandonment of fixed tonal centres and before 
the development of twelve-note technique. In Boulez's case, the Char poems, however 
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fragmentary. are crucial to the work's overall structure. Later in the same article, 
Boulez returns to the question which had preoccupied him throughout the decade, the 
relation of structure to serial principles: 
"De mime que certains peintres ne voient pas sculement dans la toile 
une surface plate i recouvrir de signes non figuratifs, mais qu'ils 
s'ingenient A decouvrir une notion nouvelle correspondant a la 
'perspective' abolie, ainsi, la musique se dolt de decouvrir une nouvelle 
maniere de distribuer les developpements d'une ocuvrc, sans qu'il soit fait 
appel pour cela aux notions formelles et a 'I'architecture' du passe" (2). 
The article also contains more precise indications of the direction of his thinking. 
couched in language which anticipates the design of the Third Sonata: 
"Ne pourrait-on envisager les 'formants' d'une oeuvre? Lies, certes, I 
l'organisation de 1'univers sonore propre a cette oeuvre, mais ne dependant 
point delle? Rien ne ressemblerait moins au 'theme', puisque le theme 
consiste en des particularites dejä integrees; cependant, ce 'formant' - 
particularites non integrees - serait responsable de la physionomie de 
I'oeuvre, de son caractere unique. Tandis qu'en se confiant i 
('organisation, on ne fait que rejoindre le hasard... par la loi des grands 
nombres" (3). 
The reference to chance has a broader significance. It is clear from the recently 
published correspondence between Boulez and John Cage (4) that the introduction of 
choice as a compositional procedure was, contrary to received opinion, first postulated 
by Boulez in the letter of December 1950 which also refers to 'Un Coup de Des'. 
Nonetheless, the enthusiastic adoption of chance procedures by the American was a major 
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cause of a rift which developed between the two composers after 1952. More significant 
still was the shifting position of Stockhausen with regard to aleatory principles. The year 
after the premiere of 'Le Marteau', part of Cage's 'Music of Changes' was performed at 
the Darmstadt Summer School. This was at the apparent instigation of Stockhausen, and 
the performance was followed by a vigorous exchange of views between him and Boulez 
concerning the validity of chance as a compositional philosophy. Stockhausen's version 
of events, in Texte 11' is as follows: "I told Boulez about 'Klavierstuck XI', which I had 
written shortly before. At first he was astonished then angry and abusive; he could not 
understand such nonsense. I was afraid (he said) of fixing everything exactly in the 
notation, and wanted to brush off responsibility.... Then more than a year passed before 
Boulez sent me the first sketches of his Third Sonata"(5). A cooling of relations 
followed, and an overtly competitive attitude surfaced. In fact, the chronology of events 
is comparatively unimportant given the differences between Stockhausen's wholehearted 
embrace of aleatoric procedures in 'Klavierstück XI' and Boulez's attempt to redefine the 
essence of musical form in the Third Sonata. In any case, it is clear from 'Recherches 
Maintenant' that the Sonata had been gradually taking shape in Boulez's mind several 
months before the encounter described by Stockhausen, and further internal evidence to 
support this view is furnished by a study of the source material for the Sonata. 
As we have seen, Boulez gave the first performance of the work in September 1957, 
but withdrew it for revision. In the meantime, he resumed the debate with the proponents 
of chance procedures in the article'Alea', first published in 'La Nouvelle Revue Francaise', 
November 1957. This begins with an indirect but brutal dismissal of Cage: "La forme la 
plus elementaire de la transmutation du hasard si situerait dans ('adoption d'une philosophie 
teintee d'orientalisme qui masquerait une faiblesse fundamentale dans la technique de la 
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composition; ce serait un recours contre l'asphyxie de l'invention, recours A un poison plus 
subtil qui destruit tout embryon d'artisanat"(6). It goes on to observe the paradox of 
scrialism, whereby the more all-embracing its influence, the greater the danger that it will 
wrest control of the compositional process from the composer: "La schdmatisation, 
simplement, prend la place de ('invention; I"imagination " ancillaire - se borne ä donner 
naissance A un m6canisme complexe qui, lui, se charge d'engendrer Ics structures 
microscopiques et macroscopiques jusqu'i ce que Npuisement des combinaisons possibles 
ait signale la fin de l'oeuvre. Admirable sdcurite et puissant signal d'alarmel" (7). The 
arbitrary results of this process are summarised with the observation: "Dans sa Toute- 
Objectivite, I'oeuvre represente, nous y revenons, un fragment de hasard justifiable autant 
(ou aussi peu) que n'importe quel fragment" (8). 
The article continues with a thinly veiled attack on Stockhausen: "Cette objectivite 
ouverte ayant failli, on s'est jets alors comme des forcenes ä la recherche de 
l'arbitraire.. Quant ä 1'interprete, c'est ä lui de vous transmettre les assauts du demon, il vous 
compromettra; interprete-medium qui s'instituera le haut officiant de cette diablerie 
intellectuelle" (9). This is likely to be a reference to the role played by the American 
pianist David Tudor, a disciple of Cage, and leading advocate of 'Klavierstück XI'. 
Accustomed as one is to the polemical mode of expression frequently adopted by Boulez, 
the sheer vehemence of this section of 'Alea' is verging on the pathological, and taken in 
conjunction with the verses of Henri Michaux's'Poesies pour Pouvoir', which Boulez chose 
to set the same year, creates a disturbing impression of an increasingly embattled and 
isolated artist. Boulez continues this section of the article with the summary: "Voyez-vous 
oü I'on en revient? Toujours ä un refus du choix. La premiere conception etait purement 
mecaniste, automatique, fetichiste, mais on se delivre du choix non par le nombre, par 
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I'intcrprctc" (10). 
The remainder of 'Alen' consists of an attempt to reassert the composer's 
responsibility whilst at the same time suggesting the need for the development of more 
fluid formal structures. Thus, although, "classiqucmcnt, la composition cst lc resultat 
d'un choix constant... Suivant mon experience, il cst impossible de prCvoir tous Ies 
moandres et toutes les virtualite s contcnus dans Ic matcriau dc depart"(11). Therefore, 
"Voyons si, en surmontant certaines contradictions, on peut arriver A absorber lc hasard" 
(12). Unsurprisingly, Boulez remains on the defensive about this step, but his attempt 
at self justification is interesting in the context of the Third Sonata, since it is, with 
hindsight, an obvious reference to the operation of choice in that work. Significantly, 
the evidence suggests that the music was composed before the article was written, and 
this seems to be a characteristic of Boulez's practice: the seemingly abstract theorising 
is in fact a retrospective justification for a creative step which has already been taken. 
"Cependant la hantise de ce qui Petit arriver prenant la place de ce qui 
Doit arriver, nest pas due a la seule faiblesse des moyens de 
composition mis en jeu, ä la seule volonte d'introduire la subjectivite de 
l'interprete ou de 1'auditeur ä I'interieur de I'oeuvre et de creer ä ces 
derniers un constant et obligatoire choix instantane. On pourrait encore 
donner d'autres raisons apparentes tout aussi justifiables. Et d'abord, en 
ce qui concerne la structure de l'oeuvre, le refus d'une structure 
preetablie, la volonte legitime de bätir une sorte de labyrinthe a plusieurs 
circuits; d'autre part, le desir de crier une complexite mouvante. 
renouvelee, specifiquement caracteristique de la musique jouee, 
interpretee, par opposition ä la complexite fixe et non renouvelable de 
72 
la machine" (13). 
Other influences were at work, unacknowledged in'Alca', but cited specifically 
in the article 'Sonate, que me veux-tu? ', first published in translation in 'Perspectives of 
New Music', Spring 1963, but originally given in Iccture form at Darmstadt in 1959: 
"A lire et refire attentivement le 'Coup de das', j'avais ete vivcment 
impressionne par sa presentation typographique et j'avais constatC quelle 
se rapporte ä une forme si nouvelle quelle ne pcut eire autrement 
distribue: la maniere typographique a dü, pour hiallarme, se 
metamorphoser. La 'mise en Iivre du 'Coup de des' est une nCcessitC 
premiere, fondsmentale, oü, certes, Importe la disposition du texte scion 
les pages - avec cette repartition dans I'espace et les blancs - mais encore 
le caractere typographique" (14). 
Again one is struck by the almost autobiographical significance of the commentary, 
where he can be observed thinking aloud towards the publication of 'Constellation, and 
the unique format it will require. He quotes hiallarme's'Notes' to the projected 'Livre', 
posthumously published in 1957, the year in which Boulez first performed the Third 
Sonata, in order to illustrate the close parallel between the poet's experiments in syntax 
and the evolution of mobile musical structures - although Boulez maintains that his own 
work was virtually complete before his acquaintance with 'Notes' (A strange claim in 
view of the work's subsequent history, but one which will be supported by the 
chronological evidence of the source material). He compares the particular suitability 
of music as a medium for this approach to that of language: 
"La logique grammaticale associative fait que les mots ne peuvent 
s'interchanger aisement sans faire perdre ä la phrase tout ou partie de sa 
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signification - la logiquc formelle Sc preoccupc actucllcment d'ctudicr co 
phcnomene avec prescision; tandis qu'cn musique, la logiquc 
d'assemblemcnt est moins rigourcuscmcnt ddlimitec, quant A sa validite: 
la non"signification, la non"dircction dc I'objct musical a Ntat 
e1ementaire permettent de I'utiliscr dans des organismes structures, scion 
des principes formels beaucoup moins restreints qua le mot"(1 5). 
it is amusing to note in passing the curious parallel with the early romantic view of 
music as the most perfect of the arts, and one to which all the other arts aspire. Boulez 
might well have cited Mallarmo's Preface to 'Un Coup de Ues', which develops further 
the parallels between music and his own innovative approach to syntax: 
"... This unadorned use of thought with doublings back, goings on, 
runnings away, or the very portrayal of it, results for those who will read 
it aloud in a musical score. The different type-faces between the 
principal motif, a secondary and adjacent ones, dictate their importance 
to oral delivery and pitch on the page, middle high or low, will notate 
whether intonation rises or falls" (16). 
As well as the discussion of Mallarme, the article also cites the influence of 
Joyce and Kafka, before proceeding to outline the musical structure of the Sonata. 
Since it is the only published indication of the work's projected overall shape, it is of 
obvious importance in relation to the twc movements which have so far been released 
for publication. He lists five'Formants', the titles of which "underline their individual 
characteristics": 
1. Antiphonie 
2. Trope 
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3. Constellation, and its mirror image. Constellation-Miroir 
4. Strophe 
5. Sequence 
Boulez. echoing Joyce. describes it as "A work in progress". and offers further explanation 
of his use of the term 'Formant': "... Ia physionomic dune oeuvre provient de ses formants 
structurels: caracteres specifiques generaux, susceptibles d'cngcndrer dcs developpements. 
Chacun d'eux apparait dans chaque piece exclusivemcnt"(17). Elsewhere, he suggests that 
the work is open-ended on the most fundamental structural level: "Aussi bien les cinq 
formants me laissent-ils sans doute le loisir d'endendrer d'autrcs 'ddvcloppants', s'imposant 
comme des touts distincts, se rattachant, toutefois par leur structure aux formants inititiaux. 
Ce livre constituerait un labyrinthe, une spirale dans le temps"(18). This gives rise to the 
thought that the piece has an incompleteness integral to its conception, in the manner of a 
spiral-bound volume, open to additional insertions, and remaining in a state of perpetual 
evolution. Boulez's description of the individual movements emphasises the variety of ways 
in which he explores the concept of mobile form. These comments will be considered in 
more detail in relation to the available material. Of particular interest in a general context is 
his description of the overall design of the work, in which the third movement occupies a 
fixed position but the other movements revolve around it in a variety of pcssible orders. His 
concluding remarks include the following: "On apercoit, des maintenant, la richesse dc 
possibilites incluse dans la rencontre de ces formants: supposez des pages-parentheses, des 
cahiers mobiles, des constellations de formants. Bref, l'imagination nest point en peine si le 
metier y pourvoit" (19). 
Returning for a moment to the article 'Alea', the final section is devoted to a 
consideration of the role of the performer in the new mobile formal structure. Boulez notes 
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that, "S'il ya un seul executant, aucune difficult6, si ce nest qu'il doit avoir plus d'initiative 
qu'auparavant, puisque cette initiative - cette collaboration " est exigec par lc 
compositeur"(20). The crux of this redefined relationship between composer and interpreter 
is contained in the concluding remarks, which include the following: 
"... loin de le Hier, de I'annihiler, nous remettons dans le circuit createur 
l'interprete lui"meme, auquel depuis nombre d'ann6cs on avait seulement 
demande de jouer le texte le plus 'objectivemcnt' possible. Que dis je? 
C'est meme une glorification de I'interprete ä laquelle nous aboutissonsl 
Et non point d'un interprete-robot i I'effarante precision, mais d'un 
interprete into resse et libre de ses choix"(21). 
Well might Boulez express a degree of mock astonishment at these words, which are, 
in part, a reference to such works as his own Second Sonata, with its dauntingly 
rigorous directions, requiring the performer to "Avoid absolutely, expressive nuances". 
One notes with some amusement, that, despite his frequently articulated disdain for 
neoclassicism, the Boulez of the late 1940s and early 1950s was very much a child of 
his time in his suspicion of the concept of interpretation and his desire for objective 
presentation of the musical text. One can only surmise that his practical experience 
as Director of the 'Domaine Musicale' concerts must have led to a growing sensitivity 
towards the relationship between composer and performer. Henceforth the interpreter 
is invited to share in the creative process, a participation which inevitably involves him 
in a conscious attempt to understand the compositional principles which shape the 
musical design - to borrow Stephen Walsh's translation - "plugging" himself into the 
composer's thoughts. Only by such means is the performer of the Third Sonata able to 
make informed choices - rational decisions based on an understanding of the work's 
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internal processes as opposed to arbitrary decisions which must involve the intervention 
of chance. 
Such an undertaking helps to provide a focus for analysis. Boulez avoids this word 
in his discussion of the performer's role, an omission which can be explained by his 
frequently expressed contempt for academic analysis. This is paradoxical for a composer 
of peerless technical resource, himself the author of an exhaustive analysis of Stravinsky's 
rhythmic technique in The Rite of Spring'. An awareness of i3oulez's view of the nature 
of musical analysis is a prerequisite for the performer who accepts the invitation to "plug-in" 
to the creative process. The article, "... Aupres et au loin", first published in 1954, contains 
a discussion of the place of analysis in the young composer's musical studies. Boulez 
stresses the limits of analysis: "Les grands oeuvres, par bonheur, ne cessent jamais de 
recompenser leur intransgressible nuit de perfection" (22). Therefore, "... sans nul regret, 
nous abandonnons 1'illusoire pre caritt d'une precision satisfaisante et avouons la relativite 
dont ne s'exclut aucune analyse"(23). lie goes on to discuss the function of analysis: 
"L'analyse ne doit pas etudier les divers 'aspects' du phenomene eclaire 
differemment; eile doit, ä 1'interieur de l'oeuvre, approcher les differentes 
composantes qui concourent ä la realisation. 11 convient de s'expliquer sur 
ce mot de'composantes' qui peut preter ä contresens; par 'composantes' il ne 
faut pas entendre des facteurs unilateraux (rythme, melodie, harmonie) qui 
s'ajoutent les uns aux autres, dans une addition monstrueuse d'itrealite; il faut 
entendre plutöt composantes vectorielles qui, en s'ajoutant, vectoriellement, 
donnent une resultante dont la direction est autre, quoique ddfnie par les 
composantes"(24). 
This quotation is rather alarming at first reading, with its recourse to mathematical 
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terminology, a vector being "a quantity having direction as well as magnitude. denoted by 
a line drawn from its original to its final position"(25). The term appears at first sight to 
obfuscate rather than clarify ßoulea's argument, namely that an analysis of individual 
components of a musical structure is only a starting point for a study of their interaction. 
Perhaps he was seduced by another, astronomical application of the term, viz. "An imaginary 
straight line joining a planet moving round a centre"(26). As we will see, this image 
corresponds to the evolving structure of the Third Sonata, whose outer movements revolve 
around a fixed Constellation, interacting with one another and determining the unfolding of 
the work -a design which, one suspects, was already being formulated at the time the article 
first appeared. Be that as it may, the quotation resonates with meaning for the interpreter, 
whose task it is to articulate the interaction of the various musical components in 
performance. 
The article, with its rejection of academic certainties and acknowledgement of the 
open-ended nature of any analytical enquiry, was a considerable influence on my research. 
Boulez's attempt to define the direction which analysis should take in order to be of 
relevance, "Si une analyse pratiquee de Vinte rieur est valable tant qu'elle est justifie par la 
genese de l'oeuvre et par certaines caracteristiques de la perception qu'on en a, I'on dolt tenir 
compte de ces deux facteurs importants, sinon I'on risque de speculer en pone a faux"(27), 
focussed my attention on the necessity of making contact with the compositional process at 
first hand through a study of the source material. This section of the article concludes with 
a statement which, although written in the context of analytical study, could also serve as 
a summary of the various stages in the development of an interpretation: "Les consequences 
dont on peut avoir 1'intuition se percoivent reellement d'apres 1'etude des structures 
morphologiques d'abord, puis on elargit ce premier plan jusqu'ä la structure globale; alors, 
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cn ctudiant Ic mode d'cngendrement de ces divers plans dc structure. Icurs interrelations. 
c'cst-a-dire en generalisant dc proche en proche, on pourra arriver a decrire co qui constitue, 
3 proprement parler, la dcmarche de 1'oeuvre"(28). 
THE SOURCE MATERIAL 
It was against this background that my investigations began. Further information 
regarding unpublished material relating to the work was provided by a stimulating article, 
'Unpublished Bouleziana at the Paul Sacher Foundation', by Allen Edwards (29). The 
catalogue published by the Foundation confirmed that the manuscripts of the two published 
Formants and material relating to the three unpublished Formants were housed there, 
together with a considerable quantity of sketches consisting of one hundred and thirty six 
pages. 
A preliminary visit was arranged to inspect this material, which is arranged in six 
folders, the first file containing a small amount of material relating to the work's overall 
design, and the remaining five folders holding the sketches and manuscripts for the 
individual formants. This section of the study will be primarily concerned with the genesis 
of the overall design, the material for which is jotted down on single sheets of paper and 
postcards, none of which are dated. Boulea's handwriting, although fairly clear, is not 
always easy to decipher especially as some of the jottings were simply aides-nmemoines in 
abbreviated form. To add to the difficulties, some of the ink sketches are so badly faded 
as to make definitive reconstruction almost impossible. 
One of the earliest drafts establishes the concept of a multi-movement work in 
which the relationship between the various serial parameters is exploited in a variety of ways 
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(Ex. 3.1). The concept of a proliferating, circular development is already present, although in 
an as yet unspecified way. The work was evidently to open with the exposition of a principal 
Formant, followed by Formants numbered 1-5, and concluding with a Formant serialising 
registers and dissolving in the process all the previous serial groupings - presumably 
completing the circle in the process. 
A pencil sketch on blue card (Ex. 3.2) carries the concept forward in three stages. 
First the length of each of the five Formants is established, with the third Formant already 
conceived as the most extended. This plan is of some significance in the light of I3oulez's 
later work on 'Antiphonie, which although still incomplete, is vastly expanded in conception 
as compared with the fragment performed by the composer in 1958. There is already 
evidence to suggest that any attempt to complete the sonata would involve not only work on 
the three unpublished movements, but a revision of these proportions to accommodate this 
expansion of the original conception. A second stage, on the same card, shows Boulez 
experimenting with the possibilities of a mobile structure arranged in a Sx5 square. A jotting 
at the top right-hand side of the card raises the possibility of developments with mixtures 
being incorporated into the design. What became the final arrangement of the Formants is 
shown at the bottom of the card, with a fixed central Formant around which the other 
Formants revolve in a variety of possible permutations. 
This tentative pencil draft is supplemented by a (presumably) later pen sketch 
(Ex. 3.3), black ink on a blue postcard, clarifying the ideas already sketched and gathering 
them into a design of monumental proportions. A series of six mobile developments were 
to be inserted into the framework of five mobile Formants, and the whole was to be framed 
by an opening and closing 'Sigle' (anacronym), the two statements of which would be 
identical, in principle at least. It is clear from this that Boulez's remarks quoted above 
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concerning the potential proliferation of material were not mere speculation, but that the idea 
of a vast, perpetually expanding compositional universe had been formulated specifically at 
an early stage in the work's gestation. 
There is as yet no mention of titles for the Formants, however an undated 
postcard gives the following information: 
Pour Berlin et Darmstadt 
ordre des formants 
Formant 4 Strophe 
Formant 5 Sequence 
Formant 3 Constellation 
Formant I Antiphonie 
Formant 2 Trope ordre 8a0y 
2-1-3-5-4 
The Darmstadt premiere took place on 26th September 1957, with the Berlin performance 
following a few days later, so the implication is that the essential shape of the work had 
been finalised by then, despite the incomplete state of three of the Formants. In his 
performances over the next year or so. Boulez is known to have experimented with a 
number of different orderings of the movements. As we have noted, the recorded Cologne 
performance adopts the ordering 3-1-4-5-2. This creates a well balanced structure, 
although 'Constellation' has for the moment lost its place at the centre of the work. A 
performance in Dusseldorf on 29th October, 1958 restores 'Constellation' to its central 
position, and introduces a further variation in the ordering of movements: 1-4-3-5-2. 
Could it be that Boulez had intended to work more on the unfinished movements prior to 
these early performances, and that he engaged on a series of temporary expedients to 
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maximise the effect of the unfinished piece at its present stage? 
The remaining material in the rile of preliminary drafts relates to Formant 2, 
Trope' . Early sketches 
for this piece appear on the reverse of the card containing Ex. 3.2. 
Taking this in conjunction with the evidence provided by the first performances, it is likely 
that this Formant was the first to reach its final form, and it will therefore be the first to 
be considered in this study. 
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CIIAPTER FOUR 
TROPE 
The first explicit reference to the technical procedures of the Third Sonata occur 
in the essay 'Penscr la Musique Aujourd'hui', first published in 1963, the year of the 
publication of 'Sonate, que me veux-tu? ' In the chapter 'Musical Technique', Boulez 
expounds the serial principles on which Trope' is based. After a discussion of the 
symmetrical row structure of Webern's Concerto Opus 24, and of Berg's serial permutations 
in the allegro misterioso of the 'Lyric Suite, Boulez embarks on a discussion of his method 
of combining and expanding these processes, using the basic row of Trope' as an example. 
He segments the row into four unequal parts, as shown (Ex. 4.1), thus producing various 
internal connections. He notes the 'isomorphic' links between (a) and b/d), each group 
consisting of the same basic four-note set characterised by intervals of a semitone and a 
perfect fourth (Ex. 4.2). By permutating these cells, it is possible to obtain the additional 
intervals of an augmented fourth and a major second, as shown by my brackets. Ike goes 
on to note that segment (c) is symmetrical within itself, consisting of two minor thirds, 
G"natural - B"flat and C-natural - A"natural, but that the semitones and perfect fourths which 
characterise segments (a) and (b/d) are also present in (c) by means of permutation (Ex. 4.3). 
Boulez concludes this section of the chapter with the comment: "Il ya donc, d'une part, 
symetrie apparente entre (a) et les deux fragments (b/d)" (1). 
This explanation is of great interest, but Boulea's implicit claim to be building on 
Webern's serial technique is worthy of examination. The row of the Concerto Opus 24 is 
remarkable for its symmetry, as is that of his other example, the String Quartet Opus 28. 
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Both of these rows fall naturally into related segments of three and four notes respectively. 
By comparison, Boulez's segmentation is irregular, and somewhat arbitrary. Indeed, it would 
be possible to segment Boulez's row into three four-note cells and produce many of the same 
internal relationships which he demonstrates (Ex. 4.4). This reduces as shown in Ex. 4.5, 
which contains within each segment the characteristic semitone and perfect fourth interval, 
derived by means of Boulez's technique of "concealed symmetry". It also provides a major 
third interval (G-sharp - C-natural) in segment (b) to connect with the A-natural - C-sharp 
of segment (c). The exercise is by no means a purely academic one, since it demonstrates 
that unlike in Webem's symmetrical rows, the segmentation chosen by Boulez is by no 
means the only logical one available. Boulez might have added to his commentary the 
observation that the Third Sonata as a whole is unified by a single row, but that individual 
Formants derive their characteristics not only from the procedures outlined in Ex. d. l, but 
from the variety of serial treatments, including different types of segmentation. For 
example, the basic segmentation chosen for the only other published Formant, 
'Constellation"Miroir' is as shown in Ex. 4.6. However, this is to anticipate, and it is 
sufficient to observe for the moment that the technique of segmentation has profound 
implications for the compositional process, not only in terms of the intervallic connections 
discussed by Boulez, but in determining the overall design of individual Formants. In the 
same chapter, Boulez goes on to develop the possibilities of the segmentation chosen for 
? rope', showing how new series can be generated by a process of permutation. His 
demonstration of the technique shows how, starting with each of the four segments, he is 
able to generate sets of interlinked transpositions ("privileged" series) based on the 
relationship between the prime form and its retrograde inversion. A total of twenty-four 
series results from this process, two groups of four and two groups of eight. Since they 
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form the basis of the entire structure, they are reproduced here in full (Ex. 4.7). By using 
the last segment of each row as the link in the process of permutation, Boulez is able to 
obtain four groups of circular transpositions. The process "... a declcnch6 des cnchaincmcnts 
cycliques de nature differente, puisqu'ils reposent sur la conjonction chaquc fois renouvelec 
dc deux figures isomorphes" (2). One concern of this chapter is an exploration of these 
links, and a consideration of IIoulez's concluding remarks: "Cc principe engcndrera, 
d'ailleurs, la grande forme de Trope', qui n'cst autrc qu'une permutation circulaire 
agrandie"(3). 
The development of serial technique to enable the row to generate a work's overall 
structure is central to Boulez's compositional philosophy from 'Structures la' onwards, but the 
rather mechanistic methods employed in that piece had pointed towards a creative cul-de"sac. 
As we have seen, his solution in the Third Sonata is to exploit the potential of permutation 
as a form-generating principle. But in what ways are the permutations of Ex. 4.7 used in the 
movement's overall design? Paul Griffiths confidently asserts that "Trope' provides a clear 
example of how a mobile form can develop as the necessary outcome of principles present 
within the series" (4), and points out that "... the serial method, which is permutational, 
logically entails permutable forms" (5). He goes on to note that, "these features of the series 
are mirrored in the Formant which also has four subsections, Texte', 'Parenthese', 
'Commentaire', and 'Glose', these being, so one may deduce, projections of the groups a, b, 
c, and d" (6). This is an important point, but we are left to make our own deductions as to 
the means by which this process is achieved. It is worth observing that, just as the 
segmentation of the series chosen by Boulez was only one of a number of available 
possibilities, so the choice of permutations involving prime and retrograde inversion of the 
series is itself part of the creative process, and only one of a range of options. For a fuller 
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understanding of this process it is necessary to consider the cvidcncc provided by the 
available sketches. 
THE GENESIS OF 'TROPE' 
The available source material reveals the various stages in the composition of 
Trope', beginning with a verbal outline of the formal plan. This is followed by pencil 
sketches of the pitch series and preliminary drafts for all four sections. The final drafts, in 
pen, consist of a copy of the squelette ('skeleton') of each section, and a fair copy of the 
Formant, identical to the published edition. 
The first drafts are as shown in Ex. 4.8, and establish the overall design of four 
sections. At this stage, there was evidently the possibility of complete freedom in the 
ordering of the sections, which are to be distinguished from one another in their treatment of 
the basic compositional squelette. Thus ct will involve simultaneous statements of the 
skeleton and related champs ('fields') - IIoulez's term for the labyrinth of serial commentaries 
he intends to exploit. The second section, ß will separate these commentaries from the basic 
skeleton. As we will see, these descriptions correspond precisely to the formal plans of 
Texte' and 'Parenthese'. The two remaining sections, y and 8, propose a more complex 
relationship between the skeleton and possible developments, separated or 'hollow' at the same 
time (y), and finally the skeleton disappearing altogether ("sans les notes") in its original form 
(8) (The following commentary will attempt to interpret these puzzling descriptions in relation 
to 'Commentaire' and 'Glose', respectively). 
Underneath the above sketch, a revealing jotting, bracketing 0 and 8 together, 
suggests that this formal plan was conceived at the same time as the segmented series with 
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its isomorphic links, and confirms that I3oulcz's comments on circular permutation quoted 
above (3) were an accurate description of the genesis of Trope'. A further draft on the same 
sheet takes the formal process a stage further by plotting the possible links between the 
beginnings and ends of the four sections, and therefore by implication, establishing the 
parameters of choice available. Again, we can observe how closely the earliest drafts 
resemble the finished version. 
The final stage in the elaboration of the form of Trope' is shown in a sketch found 
on the reverse of the blue card containing Ex. 4.2 of the previous chapter. As mentioned 
earlier, the planning of this Formant appears to have taken shape at the same time as the 
earliest structural drafts for the work as a whole, and it can be observed how the evolving 
circular form of Trope' is a microcosm of the structure of the Sonata. This sketch is in two 
parts (Ex. 4.9). An ink plan shows the various possible orderings of the four sections, with 
7 now having two possible positions, either before or after S. Underneath, a series of 
pencil sketches attempts to represent these possibilities graphically, the final such attempt 
being an exact equivalent of the published format. 
Before leaving the material dealing with the general planning of the Sonata, it is 
worth considering a small sketch which establishes tempi and metronome markings for the 
four sections of Trope'. This is part of a larger plan which includes the establishment of 
tempi for Formant 1, 'Antiphonie', and shows that Boulez originally conceived the two 
movements as being related by a gradual acceleration of pulse. Given the vastly expanded 
(although still unfinished) state of'Antiphonie', one is again led to question the feasibility of 
Boulez ever completing the project as a whole without a fundamental revision which would 
extend to the already published Formants. 
Returning to 'Trope', the pitch material is drafted on a single large sheet of 
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manuscript, and consists of the twelve transpositions of the row (A"L) with inversions (M. X) 
(Ex. 4.10). Underneath this are a series of jottings demonstrating the various permutations 
available; they are identical with the procedures outlined in Tenser la musique aujourd'hui' 
as described above, and shown in Ex. 4.7. However, as represented in the shorthand used by 
Boulez (Ex. 4.11), it can be seen more easily that certain series are "privileged". to use his 
term - and some more privileged than others. Thus A, V and G occur in each of the 
four 
sections, Q is present in three sections, K, O, F and N appear twice, and R only once. 
Significantly, some of the most heavily annotated rows in Ex. 4.10 - 1: -, 11, U and W- do not 
form part of the "privileged" series, suggesting that they will have an important role to play 
in the generating of commentaries. One notes not only that these annotations link the 
isomorphic intervals of semitone (red) and perfect fourth (green). but that the same sets of 
dyads are consistently connected - namely the three minor seconds B-flat - A-natural, G-flat 
- F-natural and 
D-natural - C-sharp, together with the three perfect fourths, C-natural - 
G-natural, A-flat - E-flat, and E-natural - B-natural. Without wishing to anticipate here the 
fuller discussion of analytical issues which will be necessary later. it is evident at this early 
stage that the process of secondary permutation is one not only of considerable complexity, 
but, more important, of great flexibility, capable of shaping the musical structure at every 
level. The technique provides a window into a serial world whose possibilities are virtually 
limitless, and one enters into this world by attempting to relate the web of intervallic and 
motivic connections to their overall musical context. 
The following consideration of the individual sections of Trope' is an attempt to 
articulate the issue of performer choice in relation to the source material. Unlike the other 
published Formant, 'Constellation-Miroir', it is at least possible to approach Trope' in the way 
on might begin to learn a traditional piece - by reading it through. slowly and painstakingly 
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at the instrument. My own process of acquaintance with the piece began in this way, and 
continued for some time slowly building an aural impression of the musical detail, and 
allowing the unconscious the freedom to sense the shape of the musical discourse (although 
troubled by guilt that such an approach might allow chance to intrude into the learning 
process? ). Eventually, at a more advanced stage, the interpreter arrives at the point of 
integrating his grasp of the musical details into his sense of the overall structure - this process 
remaining on an unconscious level with many performers. Such an intuitive response is 
impossible in this piece, since the performer himself has a considerable role to play in 
determining details of the movement's shape. This responsibility is on two levels - first, a 
limited degree of choice concerning the order of the four sections, and secondly, decisions on 
a more local level concerning optional passages in 'Parenthese' and 'Commcntaire'. To 
continue to be guided purely by one's intuition in arriving at these decisions would be a 
remarkable act of faith given the background against which the piece was conceived and in 
particular the invective directed by Boulez towards the advocates of chance procedures. 
Hence the necessity for an independent investigation of each section of the Formant, and a 
consideration of the various commentaries on it. 
TEXTE' AND THE PERFORMER 
In Paul Griffith's opinion, Texte' is the simplest of the four sections comprising 
Trope', and he argues the case for placing it at the beginning of a performance of the 
movement, pointing out that Charles Rosen does so "in the recording made under Boulez's 
supervision" (7). Certainly Texte is less dense in texture than the other sections (unless one 
omits all the optional passages in 'Parenthese'). However, Boulez himself, in his 1958 studio 
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recording of the Sonata, places 'Texte' second, adopting the order 
Glosc-Texte-Parenthese-Commentaire. Perhaps the decisions regarding performance order are 
not as clear-cut as Griffiths suggests. It is now time to consider the musical structure of 
Texte', in an attempt to articulate the process of shaping an interpretation. Whilst the clement 
of performer choice is absent from this section (except in terms of its placing within the 
overall structure), its rhythmic construction allows the performer a degree of flexibility, and 
it is these sections of comparative rhythmic freedom which form the subject of the following 
investigation. 
As discussed in the previous chapter, Texte' is based on the permutations of the 
row beginning with segment A (refer to Ex. 4.7). It will be noted that this cycle of 
transpositions is less symmetrical than those. beginning with segment 13, which shape the 
palindromic 'Parenthese'. There, both prime and retrograde inversion are transposed by a 
tritone, in exact symmetry. In the case of segment A transpositions, the tritone relationships 
of PO-P6 and R12-RI8 remain, but they interlock to form a series of minor thirds (Ex. 4.12). 
This, as we will see, gives rise to a range of compositional options not available in 
'Parenthese'. Another potential resource in Texte' is that offered by the single note segment 
(b) which is at the same pitch in consecutive rows; G-sharp in PO and the complementary 
R18, D-natural in P6 and R12. 
Turning to the score of Texte', it can be readily demonstrated that the musical 
structure is based on a statement of the four transpositions of Ex. 4.7, which act in the manner 
of a cantus firmus. The original segmentation is retained, resulting in thirteen cells, as 
shown by the square brackets in the anotated score (Ex. 4.13). However Boulez disguises the 
simplicity of the design by means of octave displacements. each four-note group being 
distributed between the hands in a way which emphasises the isomorphic links of perfect 
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fourth and semitone which are present in segments (a) and (c) (Ex. 4.14). Liven at this early 
stage of the investigation, one can observe ways in which the structure as a whole is governed 
by the properties of the row and its segmentation. Thus the single note segments (b) arc 
given prominence by serving as pedal notes, against which arc placed rhythmically free 
material of a more rhapsodic nature. The, effect is to cmphasisc the tritonal axis of these two 
notes, G-sharp and D-natural, a relationship enhanced by the arrangement of the two 
three-note cells (d): in each statement, these same tritone notes, D-natural in cell (iv) and 
A-flat in cell (x) dominate the texture by again functioning as pedal notes. 
Whilst 'Texte' lacks the palindromic severity of 'Parenthese', it is evident that its 
row structure gives rise to a series of symmetries which shape its overall design. In fact, 
palindromic elements are inevitable in the row structures generated in all four sections of 
Trope', and just as the central segment of 'Parenthese' acts as a pivot around which the 
section as a whole revolves, so in Texte', a similar function. is performed by cell (vii). Its 
four notes are arranged so as to resolve the ambiguity between the R18 and P6 ordering 
(Ex. 4.15). The resulting tritone F-natural - B-natural is placed at the centre of a triplet and 
thus forms a pivot for cell (vii) and marks the midpoint of the section as a whole. There is 
a further logic in this arrangement: the F-natural - B-natural tritone stands in the same 
relationship to the G-sharp - D-natural axis as do the prime - retrograde inversion 
transpositions on which Texteis based. Again, the overall musical structure is mirroring the 
relationships generated by the original row. 
Considering cell (vii) in more detail, it can be readily demonstrated that it consists 
of the twelve chromatic notes divided into three groups (Ex. 4.16), and that each of these is 
a grouping of the same basic shape (Ex. 4.17). We have seen that group (i) functions as a 
resolution of ambiguities. Groups (ii) and (iii) are distributed so as to demonstrate further 
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permutations. Thus (ii) emphasises the isomorphic perfect 4th and semitone relationships, 
whilst the disruptive (iii), with its grouping of single note and three-note cluster, emphasises 
the isomorphic links between segments (a) and (b/d) of the basic row. 
So far we have considered only the pitch relationships, but it can be observed that 
the dynamic and agogic indications complement the connections already established. Titus 
the pivotal F-natural - B-natural pitches are at a higher dynamic level (nj) than the other 
notes of Ex. 4.16, with the exception of group (iii). The poco sf. - marking of this group 
suggests a momentary disruption, a ripple, emphasised by the accelerando and followed by 
a gradual revenir au Tempo into the next section (hence the logic of the jq)1P marking of the 
grace note cluster just before the return to tempo: its pitches, F-sharp - G-ntural - A-natural, 
are identical with those of the disruptive sf. - chord, which thus dissolves into virtual silence). 
It need hardly be said that the distinction between analysis and interpretation becomes rather 
arbitrary in this discussion: structure and interpretive detail fuse in such a way as to make a 
conscious awareness of the structural design essential for the "plugged-in" performer. 
The creative conflict between rigorous organisation and improvisatory freedom was 
at the heart of Boulez's creative thinking during this period, and is indeed fundamental to his 
compositional philosophy. He has observed in conversation with Celestin Deliege: "... even 
in my early works, there is what one might call a contrast between free forms (sometimes 
there are, for instance, extremely free rhythms, almost improvised, or written down as they 
are thought up) and on the other hand extremely strict sections. This is something I still 
practise; it is one of my main ideas" (8). This is of great interest not only in relation to 
rhythmic structure but also, by implication, to pitch relationships, since there is no suggestion 
that such freedom can ever be applied to them. 
As noted earlier, such contrasts between free and exactly notated rhythms are an 
95 
important element in Texte'. They have a similar relationship to one another as do the 
optional passages of 'Parenthese' to the strictly palindromic ones. In the present section the 
rhythmically free material is confined to the four statements of the single-note cell (b) - that 
is, the axis notes G-sharp and D-natural, which act in the manner of pedal notes. As we 
would expect from the above discussion, these "extremely free rhythms - almost improvised" 
arc applied to material whose pitch structure is rigorously ordered. These four passages will 
now be examined in the light of this seemingly paradoxical procedure. 
The first such cell, (ii), is shown in Ex. 4.18. here the pedal note is accompanied 
by segments of RIB, arranged vertically in the order, (a), (d), (c) (refer to Ex. 4.7). The other 
G-sharp pedal occurs in cell (vi), and this is decorated with segments of the complementary 
PO in the order, (c), (d), (a), but with minor alterations, as can be seen by comparing Cx. 4.19 
with Ex. 4.7. The transpositions selected by Boulez in Exs. 18 and 19 are, of course, those 
which form the basis of the overall design. Comparison of the two cells reveals how, even 
in a free rhythmic structure, he contrives to place the axis note D-natural at the apex of the 
phrase. Turning to the two cells which feature D-natural as the pedal note, it can be 
demonstrated that the above symmetries apply here also. Thus cell (viii), itself part of a 
statement of P6, is decorated by the complementary R12, but in slightly disguised form since 
it commences with the seventh note of the series (Ex. 4.20). The other D-natural pedal, cell 
(xii), itself part of a statement of R12, is decorated with elements of P6, but in further 
permutations which demonstrate links with PO. This points to the fundamental circular unity 
inherent in the compositional process -a unity emphasised by the placing of the axis note 
A- flat (Ex. 4.21). 
It is clear that the above investigation of pitch content is of importance to the 
performer who would seek to interpret these rhythmically free passages with sympathy and 
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imagination. The infinite variety of nuances which breathe life into the dry dynamic and 
agogic indications can be released on an intuitive plane when the performer has taken steps 
to "plug-in" to the creative circuit. Such an approach assists one to shape not only those 
passages which appear to offer a degree of interpretive licence, but in fact informs one's 
interpretive approach at every level, even in sections where the construction is seemingly so 
rigorous as to allow the performer virtually no participation in the creative process. 
We have seen that cell (vii) marks the centre of Texte'. Cells (iv) and (ix) are, as 
it were, nodal points in the structure, marking the dynamic extremes, Jpp and ff respectively 
of this section. Each of them occurs at an overlap of prime and retrograde inversion 
statements, and as in cell (vii), Boulez resolves the discrepancies in note order by use of 
pedals. The pitches used for this purpose are none other than the two axis notes - D-natural 
in cell (iv), G-sharp in cell (x). Thus these passages complement the rhythmically free 
passages discussed above: cell (x) uniquely contains both free and exact rhythms, and is thus 
a bridge between the two approaches to rhythm in Texte' and indeed in the entire work. 
The technique of permutation is used with ever greater resourcefulness in 
establishing connections. In his exhaustive analysis of the cellular structure of Texte'(9), 
Manfred Stahnke draws attention to the vertical relationships in cell (iv). His grouping is as 
follows (Ex. 4.22). This appears at first sight to be convincing, but in fact by concentrating 
on only one musical parameter at a time, Stahnke fails to draw attention to a series of linear 
connections which are of more importance in assisting the performer to shape the lines - 
namely the inversions shown in Ex. 4.23. The other nodal cell (x) exploits further 
permutations against the axis note A-flat (Ex. 4.24). Thus: 
(1) R. H. A-flat - B-natural - C-sharp - A-sharp = (c) 
(2) L. H. A-flat - F-natural - D-sharp - F-sharp = inversion of (c) 
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(3) sfs notes, A-flat - G-natural - A-natural - (d) 
(4) Pcnultimate chord a (c) 
(5) Final chord = inversion of (c) 
Of course, such a catalogue is of little help to the performer unless it is related to the other 
musical parameters. Of these, the sf. - dynamic marks arc clearly of significance in relation 
to (3), whilst (4) and (5) mark the climax of the section, partly because of their register, at 
the highest and lowest extremes in the entire section. 
It is evident from this analysis of seven of the thirteen cells of 'Texte', that the axis 
notes form a crucial element in the overall design, and one which reflects with inexorable 
logic the row structure on which the section is based. Their unifying role is enhanced by all 
the other musical parameters, and a sense of this unity, operating at all levels, enables the 
performer to begin the process of shaping a meaningful interpretation of the section as a 
whole. 
The above analysis, like the ensuing one on 'Parenthese', was written before I had the 
opportunity to examine the source material of Trope', and it was reassuring to find that my 
tentative conclusions were supported and strengthened after I had acquired a more thorough 
understanding of the compositional processes. One might, in parenthesis, make the general 
observation that, along with the enthronement of analysis as an academic pursuit in its own 
right, has come the corresponding desire for analytical certainties, as though by means of an 
examination of each individual musical parameter in isolation, the discipline would acquire 
a quasi-scientific basis. As we have seen, Boulez himself is critical of analytical methods 
which seek merely to categorise, without regard to the interaction of the various musical 
components: like any performer he is aware that this interaction constitutes the essence of the 
interpreter's art, and that it is capable of infinite subtle shifts of emphasis. My examination 
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of the source material of the Sonata was motivated by the desire to obtain as much 
understanding of the compositional process as possible, whilst avoiding the delusion that, in 
itself, it would hold the key to the composer's imaginative world. This investigation 
inevitably leads one to consider individual components in their turn, for it is only by a deeper 
understanding of each element that one can at least begin to relate them to one another with 
greater awareness. However, the moment when one begins to consider such relationships, the 
illusion of analytical certainty disappears and one is forced back on an empirical approach, 
guided at all times by a fusion between one's intuitive responses and musical observations 
made on a more conscious level. If, as interpreters, we are guided by an aural image of the 
printed page, then it is surely the case that our responses are in a constant state of flux. To 
deny as ill-focussed such an admission is to deny the possibility for an interpretation to 
develop and deepen. Hence the necessity to emphasise the essentially open-ended nature of 
analytical enquiry, even when, as here, it is informed by a detailed examination of the source 
material. 
THE PENCIL DRAFTS 
The final stage in the sketching process for Trope' is shown in the five pages of 
pencil drafts for the four sections. These are badly faded, but with patience and practice, it 
proved possible to decipher most of the sketches with a reasonable degree of certainty. The 
first of these 28-line sheets begins with a row plan for all four sections, identical to my 
Ex. 4.7. Below this there is a draft of the squclette for Texte (still referred to as a at this 
stage). This establishes pitches, rhythms and agogic markings, as shown in Ex. 4.25, and it 
can be seen that the squelette for Texte', as with the other three sections of ? rope', consists 
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of an ordering of the pitches of Ex. 4.7. The segmentation into thirteen groups is marked by 
square brackets, and above these arc tentative suggestions for commentaries " the letters 
corresponding to the rows as listed in Ex. 4.10. 
Immediately below the pencil skeleton is a pencil draft of the section as a whole in 
cxactly the form described by Boulez in his first thoughts on the Formamt - "syucktte et 
chomps en meme temps". The draft is badly faded with much evidence of erasures, but it is 
already very close to the final version. The pivotal seventh group of the section evidently 
underwent much revision, and appears to have gone through a more rhythmically complex 
phase in which the rhythm of the final version was established but then further subdivided. 
The remaining material for "Texte' consists of a pen copy of the skeleton, and a fair copy of 
the section as a whole. Of interest is the fact that titles for the sections appear to have been 
added at the final stage before publication. The four sections of Trope' are still identified by 
their original Greek letter names, but these were later crossed out and replaced by the 
published titles. This detail is not relevant to Texte but will be of some significance in 
relation to the two sections which contain optional passages. 
Despite the logic and fundamental simplicity of the design of Texte', one is left with 
the impression that a stage in the sketching process is missing and that there must at some 
point have been a preliminary draft of the rhythmic shape and the disposition of registers, not 
to mention the more detailed working out of the commentaries and the resolution of some of 
the inconsistencies noted above. It is, of course, the role of the performer to form an 
impression of the interrelationship of all these elements and to articulate these relationships 
in performance, and it is now time to consider "Texte further in the light of what we know 
about the compositional process and the performance issues raised by it. 
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THE SKETCHES FOR'TCXTE 
The first requirement for the pcrformcr/analyst is to consider the relationship 
between the squelctte and the champs (fields), that is to say, the basic material and the 
commentaries, which were to appear simultaneously. It was now possible, following the letter 
indications above the skeleton, to understand precisely the mechanism by which the pitch 
content of the surrounding commentaries were derived from the basic set of twenty-four 
transpositions of the row. The three supplementary sheets of analysis (Ex. 4.26) summarise 
the pitch structure of "Texte'. At the top of each sheet is the annotated score, with the 
squelette and letters identifying the row structure of the champs underneath. These rows are 
placed at the foot of the page, their four cells being labelled for case of identification. The 
task of analysing how the pitch structure of Texte' is derived from these rows is a relatively 
straightforward matter, particularly as its comparatively sparse texture requires only single 
rows or combinations of two rows (as opposed to the complexities of'Commentaire', where 
up to six rows may be used in combination). The mechanics of the process are that for each 
row of the champs, the notes of the squelette cell which it accompanies are omitted from the 
commentary: for example, the opening cell of the squelette consists of four pitches, E"natural, 
F-natural, B-natural, and F-sharp, which are omitted from the two rows, U and W, forming 
the commentary (hence the bracketing of these notes in Ex. 4.10). 
At first sight, the choice of rows for the champs seems rather arbitrary, however 
closer inspection reveals that the decisions are carefully organised in such a way as to 
complement and develop the pitch relationships already inherent in the squelettc. Thus the 
four rows on which the squelette is based are A, Q, G, and V. and attention has already been 
drawn to the four single note cells, G-sharp in rows A and Q (groups (ii) and (vi)), and D- 
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natural in rows G and V (groups (viii) and (xii)), which together form the pivotal tritonc on 
which the section hinges. An examination of the champs for these four cells reveals that they 
are arranged in complementary pairs, thus providing the key to the symmetries already 
observed: 
squelc«e chumps 
AQ 
QA 
GV 
VG 
It is worth considering for a moment the detailed organisation of these cells, whose rhythmic 
freedom invests greater significance in the pitch structure. They illustrate on the one hand 
the flexibility of Boulea's treatment, but also the inexorable logic of his serial thinking. Thus 
the first of these groups, (ii), gathers the three available cells of row Q into chords, although 
slightly altering their sequence to a, d, c. This contrasts with the treatment in group (vi), 
where the champs are divided into two arpeggiated chords consisting of five and six notes 
respectively. These are derived by reading row A in sequence, beginning with the note G- 
natural, which follows the omitted squelelle note U-sharp, as shown in my annotation. The 
champs of group (viii) repeat this procedure, using row V, and again starting from the note 
after the missing squelette note, but reading the row in retrograde form, and adopting a new 
segmentation of 3+3+4 notes for the arpeggiated chords. This increasing flexibility of 
treatment is continued in the final single note group, (xii), where the two four-note cells, (1) 
and (2), are derived from row G by permutating the notes of the original four-note cells, as 
indicated by the cross beams in the annotation. 
Such technical resourcefulness is already remarkable, but the possibilities are 
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multiplied when two rows arc available for the champs, as is the case with six of the thirteen 
eclls of Texte'. Again, the first question must be, on what basis arc these rows paircd? The 
choices appear haphazard at first sight: surely the notes of any two rows could be so 
permutated as to form the champs? Comparison of the ordering of the pitch structure in each 
case shows the logic of the pairings. Thus in group (i), the champu consist of rows U and 
W. chosen because the squekite notes are found within the four-note cells, a and c, of these 
two rows. Their positions in these cells arc complementary rather than identical, as shown 
in the annotation: these are the only two rows of the available twenty-thrcc which contain the 
four squeletle pitches in this configuration. A close examination of I3oulez's treatment of the 
champs cells shows, not only that the two single notes of cell b, G-natural and D-sharp, are 
paired to form an upbeat to the single-note group (ii), but that this group as a whole is folded 
within the pitches of group (i), since the final cell, d, of row W is placed after it. A similar 
procedure is followed in the treatment of the complementary single note group, (viii), where 
the resolution of the final three-note cell of row B from the previous group, (vii), only occurs 
after the statement of the champs of group (viii). Thus the rhythmic freedom of the four 
single-note groups, suggesting a fluid, improvisatory character in contrast to the more fixed 
framework of the other groups, can now be demonstrated as having a counterpart in the pitch 
structure, where the cells can be distributed so as to enfold those of the single-note groups, 
thus creating the effect of a trope. 
A result of the circular row structure inherent in the conception of Trope' is that all 
four sections display palindromic features in varying degrees. This is, of course. especially 
so in the case of 'Parenthese', where the squele»e is cast in the form of a palindrome, but one 
senses the device operating within the structure of Texte' also. In the light of an 
understanding of the pitch structure of the section, a comparison of the opening group, (i), 
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with the closing group, (xiii), is revealing. The choice of rows W and L for the chamI)x of 
group (xiii) creates a similar relationship with the syucletre notes as had been the case in 
group (i), with these pitches being equally distributed between the two four-note cells of cacti 
row. In addition, the distribution of cells in the chanl, 's has many parallels in both pitch and 
rhythmic structure, with U and W of group (i) corresponding respectively wiith W and L of 
group (xiii). This group is not only freely palindromic within itself, being framed by the two 
three-note cells, d, but the final interval is a direct reference to the opening rising seventh of 
the section as a whole. 
Such symmetries in the choice of champs can be observed throughout 'Texte'. Thus. 
the choice of rows P and J to form the champs of the three-note group (iv) is seen to be 
governed by the positioning of the squekite notes, which occur sequentially as pitches 12,1. 
and 2 of each row (It is amusing to note in passing a compositional finesse: the strictly 
notated pitches of row P are troped within those of row J. but these are grouped chordally as 
grace notes -a reversal of the normal procedure within Trope'. where passages of comparative 
rhythmic freedom are inserted between strictly notated sections). The other three-note 
squelette group, (x), has an identical positioning of its squelette notes within the two rows, 
E and T, which together form its champs. The arrangement of the cells is more symmetrical 
than in group (iv), but their provenance is at times disguised by permutation, as in the 
derivation of cell (1) from pitches 10,11 and 3 of each row -a sequence which looks 
arbitrary until one excludes the squelette pitches, 12,1, and 2, after which cell (1) is shown 
to consist of consecutive pitches. 
The only other instance of the simultaneous use of two rows as champs occurs in 
group (vii), the exact midpoint of the section. Its use of rows B and J at first sight appears 
strange, since the distribution of sguelerte notes within the rows is different. However. 
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Doulcz is able to exploit other pitch convcrgcnccs between these two rows, the climactic 
central poco sf. - chord consisting of a combination of cells b, c, and d of row J, whilst at the 
same time combining cells a and c of row B. The four notes of the remaining ccll, a, of row 
J arc used to frame this chord, their triplet rhythm echoing that of the syuc%rtc notes within 
which they are folded, again in the manner of a trope. 
These relationships, and the pitch structure of Texte' as a whole, are demonstrated in 
the annotated score (Ex. 4.26), with accompanying squcleuc, and row structure. There is no 
pretence that this analysis is more than a first step in understanding the complexity of the 
serial relationships generated in even this comparatively texturally simple section. However, 
a start has been made in attempting to understand the compositional process from a 
performer's standpoint. As a postlude to this analysis and as a preface to the ensuing 
consideration of 'Parenthese', it is worth quoting the words of that perceptive commentator. 
Edward Cone, at the end of a recently published article on Brahms interpretation (10): "The 
test of the foregoing analysis lies, of course, in performance... one encourages performance 
and analysis to criticise each other, as it were. In so far as the dialogue proves to have been 
interesting and fruitful, the analysis will have been a success". 
'PARENTHESE AND THE PERFORMER 
It is evident that, before addressing the question of choosing the order in which to 
perform the four sections of Trope', the performer must take decisions on a more local level 
with regard to the functions and indeed the shape of individual sections. As noted above. two 
of the sections contain optional passages whose inclusion has a significant bearing on the 
proportions of the movement as a whole. Boulez's remarks in'Sonate, que me veux-tu? ' serve 
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as a starting point for the "analysis from within" which he advocates. The principle of a trope 
had already been used by him in the slow movement of the Second Sonata, but the idea is 
expanded in the Third Sonata to embrace the structure on various levels. Boulez lists three 
uses: "ils se greffent i 1'int6rieur des valcurs g6n6ralcs donn6cs qu'ils commcntent - dann ccs 
dcux cas, ils doivent etrc joues; ils s'intcrcalcnt cntrc ces valcurs g6n6ralcs ct sont inscrits 
entre parentheses aver d'autres caractCres typographiqucs - ils peuvent se jouer ou s'omettre" 
(11). So far, so good, but at no point does Boulez provide the pcrformcr with any criteria 
for the exercise of this choice. 
Turning to 'Parenthese'. the more straightforward of the two sections containing 
optional interpolations, one possibility would be a performance which omitted all of these 
passages. The result would constitute a statement of the fundamental elements of this section. 
As Paul Griffiths (12) has pointed out, this consists of a statement of a twelve-note row, 
followed by its retrograde inversion, each transposed a tritone, and laid out in the following 
sequence (Ex. 4.27). The segmentation into unequal groups of 1: 4: 3: 4 pitches is maintained 
throughout 'Parenthese' and articulated by the rhythmic groupings. As Griffiths demonstrates, 
this grouping of pitches suggests internal relationships within the row, cells b and d in 
combination consisting of a transposed form of a. The tritonal transposition of the row and 
its retrograde inversion enables Boulez to exploit the permutational possibilities of cell a, as 
illustrated in Ex. 4.27. These procedures already recall the aim expressed in '... Aupres et au 
loin': "... de considerer la series non comme un ultra-theme, We ä jamais aux hauteurs, mais 
comme une fonction generatrice de tous les aspects de I'oeuvre" (13). The layout shown in 
Ex. 4.27 creates a palindrome by inversion, and this palindromic pitch structure is mirrored 
in the other musical parameters: in the rhythmic groupings, their internal rhythmic detail, and 
in dynamics. This organisation even extends to register, with segments b and d fixed in 
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register, in contrast to the mobility of the four-note segments a and c. The rigid 
compositional logic of the compulsory sections leaves little room for interpretive licence, but 
this restriction is offset by the freedom granted to the performer in the paranthesis passages. 
An investigation of the function of these sections is therefore of importance for any performer 
faced with the range of choices offered by the composer. 
The first such passage, P. I. (Ex. 4.29) begins with a gesture of disruption, a massive 
eight-note arpeggiated chord, paradoxically related to the the previous section. A, since it 
gathers together in transposed form, at the interval of a minor third, the first eight notes of 
the row. An attempt to illuminate the compositional process by means of pitch-class analysis 
is doomed to failure. The resultant grouping, into two semitonal clusters (Ex. 4.28), renders 
such an approach useless as a tool for more detailed analysis, but does illustrate another of 
the row's latent symmetries - and hence the paradoxically disrupting effect of a chord which 
seeks to impose such a symmetry. The pitch-class arrangement also obscures the intervallic 
properties of the chord: these consist of major 7ths and minor 3rds, precisely the intervals 
which characterise segments (c) and (d) of the original row. The only interval already used 
which is not encompassed in the chord is the B-flat - C-natural, minor second/major seventh: 
now, with inexorable logic, as the chord dies away, a minor 7th, A-natural - G-natural 
emerges, and leads into the next gesture, throughout which it remains inaudibly in the 
background. This figure, accelerating as it moves from low to high register, is based 
primarily on the major 7th interval, but contains vertical reminders of the minor 3 rd/major 6th 
characteristic of cell c. Again one observes the comprehensive technique whereby the linear 
3rds and 6ths of section A become vertical in P. 1, and the major 7ths become primarily 
motivic. The final gesture of this parenthesis reinstates the minor 7th A-natural - G-natural 
in the background against the major 7th interval, but now transposed into a two note E-natural 
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- F-natural cell. This is answered by a three note i3-natural - ti-flat - C-natural cell, which 
anticipates the next Tempo section both in pitch and in its triplet rhythm. There is, of course, 
the danger that this analytical approach can result simply in a description of musical events. 
Nonetheless it is clear that a function of C. 1 is both to act as a commentary on material 
already stated and to anticipate the discourse of the following section. It could evcn be 
argued that P. 1 is itself palindromic in shape, containing as it does, three segments, the last 
of which reestablishes the eight notes of the first. Even the internal rhythmic organisation is 
palindromic in conception, with its articulation of a range of triplet rhythms deriving from 
section A. Such observations enable the performer to feel to some small degree, "plugged-in" 
to the creative process, able to begin to contemplate informed decision regarding the inclusion 
of this passage. Do all the other such passages have a similar function, and if so what 
conclusions can be drawn regarding the overall shaping of 'Parenthese'? Is a selective 
inclusion of parenthetical passages a feasible option? 
Even a cursory examination of the next pvrcntUsc. P. 2, reveals that its function is 
again to act as a commentary. The previously stated material, section B. consists of the 
overlapping four-note figure E-natural - F-natural - B-natural - F-sharp (E-natural - B-natural 
- F-natural - F-sharp in its retrograde inversion form), together with the three-note cell, 
G-natural - A-natural - G-sharp (Ex. 4.30). The intervallic permutations available here include 
all intervals apart from thirds and sixths. This parenthesis exploits these intervals in such a 
way as to emphasise the perfect fourth/tritone clash available in the E-natural - F-natural - II- 
natural - F-sharp group, and the ambiguity of the order of the two middle notes. It opens, as 
does P. 1, with a seemingly disruptive gesture which mirrors, in rhythmically compressed form, 
the shape of the preceding section B. Its ten notes include all the notes of the chromatic scale 
apart from the ambiguous F-natural - B-natural tritone. Hence the added force of the way in 
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which this interval is contradicted by the next gesture, a perfect fourth, P-natural - 13-flat, 
defiantly placed in the same register as in the preceding section, and emphasised in both 
dynamics and rhythmic accentuation, the contradictory I3-flat being given extra prominence 
by its lengthened value. The logic of the solitary r-natural at the end of 11.2 lies in its 
removal of the 'offending' B-flat. In the meantime, the tritonc interval has reasserted itself, 
although not at the original pitch, the i3-natural having been, as it were, banished from its 
original register. As in P. 1, the material is derived from transposed and permutated versions 
of melodic cells from the preceding section, expanded in both register and dynamic range. 
The rhythmic cells are, with occasional variation, non-retrograbie and therefore reflect again 
the palindromic nature of the entire structure. Despite these similarities, P. 2 differs from P. 1 
in being entirely concerned with exploiting the tensions latent in the preceding material: there 
is no attempt to anticipate the next section, whose intervallic content and registral distributions 
are a contrast to the preceding P. 2. 
The next parenthesis, P. 3, occupies a pivotal position, placed at the exact centre of the 
structure. The suspended D-natural remains in the background throughout, making three 
appearances, all at its original pitch, as though reminding the listener of its continuing 
presence -a procedure recalling on a larger scale the use of the minor seventh in P. I. The 
opening of P. 3 with its minor third and major sixth intervals recalls those of the preceding 
section, C, but this is interrupted by an eight-note chord reminiscent of the opening of P. 1, and 
consisting of another permutation of its notes, now transposed at the interval of a tritone, and 
therefore paralleling the transpositions in the overall design of'Parenthese. Both gestures are 
repeated, in permutated form, the eight-note chord now dissolved into a tres rapide arpeggio 
(Ex. 4.31). The first eight-note chord permutates the last eight notes of the basic row's 
retrograde inversion, but in transposed form, whilst the tres rapide figure restores the original 
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note order, but retains the transposition (Ex. 4.32). The miraculous symmetry of the organism 
as a whole suddenly becomes apparent. As we have seen, the overall structure is based on 
the tritonc relationships of original set and retrograde inversion, and the combinatorial 
possibilities of the last four notes. It is now clear that the eight-note chords of 11.1 and P. 3 
are applying the same techniques to the first eight notes of the basic set. Moreover, a 
comparison of the choice of transpositions reveals that the tritonal relationships are retained 
in these parenthesis sections (Ex. 4.33). The "plugged-in" listener is drawn to these 
discoveries not primarily by analytical method but by the unfolding of the musical discourse, 
and the way in which these relationships are made explicit in linear terms at the exact centre 
of the section as a whole. The notes of the arpeggio are immediately repeated, at the same 
register, but in a different pitch permutation: the marking Jurtif suggests that the composer 
is almost embarrassed at having exposed the pitch relationships so audibly, and is 
withdrawing again with a whisper into his secret world of permutations. 
The second half of P. 3 is essentially a palindrome of the first half, but the process of 
transformation continues, suggesting new connections and tensions. The 'missing' first four 
notes of R19, G-natural - D-natural - A-flat - A-natural, play a crucial role. The last three of 
these four notes form part of the next gesture (f) (Ex. 4.34), which restores the intervals of the 
corresponding cell (c) (Ex. 4.31) by means of an added F-natural. This rogue note, sounded 
pp, is immediately contradicted by the reappearance of the missing G-natural emphasised by 
its sffz dynamic but also by the fact that it is itself a foreign body in the succeeding gesture 
(g), which forms a further permutation of the last eight pitches of R19 (Ex. 4.34). Finally, the 
link between the outermost cells, (a) and (h) can be demonstrated as follows (Ex. 4.35): both 
contain the first four notes of R19, and by the technique of chord multiplication, build eight- 
note chords. The transpositions are at a tritone to one another and so provide a further 
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instance of the way the basic row structure of 'Parenthese' constantly influences the 
composition on a more local level. 
Thus the remaining bracketed groups, P. 4 and P. 5, are essentially palindromes of P. 1 
and P. 2, although with some adjustments. The central parenthesis, being in itself palindromic, 
has in effect provided an anticipatory commentary on the next section, which must therefore 
be extended in order that P. 4 fulfil its role as commentator. This section, which groups P. 2 
and the last gesture of P. 1 into a freely palindromic restatement, is again concerned with the 
perfect fourth/tritone relationship of P. 2, resolved this time in favour of the B-natural. The 
final parenthesis, P. 5, restores the eight-note chord of P. i at its original pitch, thus bringing 
the section as a whole full circle. 
What implications for performer choice can be drawn from this analysis? It is clear 
that the arbitrary omission of any of the five optional sections would cause an imbalance in 
the structure. The relationships which exist between P. l and P. 4 and between P. 2 and P. 5 are 
so delicately balanced that it would not be possible to omit one without compromising the 
palindromic structure of the whole. P. 3 is to some extent more independent, although its 
pivotal role in exploiting the potential inherent in the basic series makes it the richest and 
most varied of all the optional sections. The performer certainly has a real choice in 
articulating the structure, but for the "plugged-in" performer, there are essentially four options: 
(1) play everything 
(2) omit all bracketed sections 
(3) omit P. 3 
(4) play only P. 3 
In exercising these options, one is always mindful of Boulez's words: "... 1a liberte - ou la 
liberation - de l'executant ne change absolument rien ä la notion de structure, le probleme 
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n'etant, en fait, que rejete un peu plus loin, les solutions restant toujours A trouver" (14). 
THE SKETCHES FOR 'PARENTHESE' 
The conclusions reached in the preceding paragraph concerning the status of the 
material in parentheses predate my study of the sketches. It was with a sense of relief that 
I was able to confirm that further analysis, based on the evidence provided by the source 
material, not only reinforced the views expressed there, but shed further light on the 
compositional processes of 'Parenthese', and afforded insights of a more general nature 
into 
Boulez's approach to mobile structures. 
As noted above (Ex. 4.8), in the evolution of the formal plan of 'Trope', the 
intention was that in section ß, the skeleton and commentaries would be separated note par 
note, as distinct from the simultaneous treatment of section a. There is as yet no 
indication 
of the means by which this might be achieved, nor any suggestion that the commentaries 
might involve an element of choice. It should perhaps be reiterated at this point that the titles 
of the four sections comprising 'Trope' were apparently only fixed at an advanced stage after 
the completion of a fair copy of the Formant as a whole. The fair copy itself is of interest, 
in particular for the manner in which the parenthese sections are inserted with sellotape, as 
though they had been drafted independently. 
The sketches for 'Parenthese' (B) are more extensive than those for 'Texte', and 
enable us to follow the genesis of the section stage 
by stage. The first two lines of the page 
of pencil sketches consist of a 
draft of the squelette with some jottings for possible row 
combinations along the same 
lines as those of Texte' (Ex. 4.36). However the question marks 
in two places suggest that there was evidently some uncertainty at this stage concerning the 
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exact pitch content of the champs. In addition, the layout is already somewhat different from 
in that in Texte', with the horizontal brackets indicating that some champs were to be troped 
within a larger framework. The disposition of the letters suggests that at this stage there was 
no plan to group the cells of the sguelette into larger units. Underneath is a second version 
of the squelelle, which shows many changes of mind with regard to register, and is now very 
similar to the final pen draft apart from a slight alteration of register in the penultimate group 
(Compare Ex. 4.36 and Ex. 4.37). Of particular interest in this second pencil version are the 
various vertical dividing lines. These may well be a later addition, but they show a stage in 
Boulez's shaping of the section since they correspond to the points of the parentUse 
insertions. The crossings-out reveal that he had conceived the insertions as occurring at 
exactly symmetrical points in the palindrome, but had revised this conception in the light of 
the considerations investigated in the previous section of this chapter. These vertical lines are 
superseded by brackets underneath the stave which correspond to the final groupings. 
The parenthese sections evidently caused Boulez much more difficulty than 
the squelette, and the remainder of the page of pencil sketches is taken up with 
fragmentary drafts for these. There is as yet no indication that there was to be an 
element of choice in the performance of these interpolated sections - indeed some 
sketches suggest that at this stage they were conceived as part of a conventionally notated 
structure. The first such draft is shown in Ex. 4.38, and, fragmentary though it is, reveals 
that Boulez originally placed the eight-note chord of P. 1 immediately after the initial 
G-sharp before proceeding with more of the squelette and sketches for what became P. I. 
This does raise again the question as to what extent the commentaries are an integral part 
of the structure, and casts renewed doubt on the advisability of omitting any of them, 
whatever the theoretical options may be. Taking this sketch in conjunction with the first 
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pencil draft (Ex. 4.36), it is possible to trace the various pitch connections between the 
opening phrase and P. 1 in more detail than in the previous section of this chapter. Thus 
Boulez's first thoughts were to use transpositions N and K as commentaries on both the 
opening G-sharp and the closing three-note cell of section A. These two transpositions 
are related by their opening segments, and N is particularly heavily annotated in Boulez's 
table of the row transpositions (Ex. 4.39). The pitch content of the whole of 'Parenthese' 
is analysed in my annotated copy, which places the score above the rows used for the 
champs (Ex. 4.40). Thus it can be seen that the disruptive eight-note chord of P.! consists 
of all the notes of rows N and K except for the opening group. The parenthchse then 
proceeds by inserting the champs, consisting of rows E and U, before concluding with 
the cells of row K, in effect creating a parenthesis within parenthesis. The choice of 
rows follows the procedures established in "Texte', with the pairs of rows linked by the 
positioning of the squelette notes. An interesting unifying element within P. 1 lies in the 
fact that although the troped middle panel is based on rows E and U, the groupings also 
correspond to the annotated dyads of row N (refer back to Ex. 4.39). It should perhaps 
be added that the above analysis supplements rather than replaces the one in the previous 
section of this chapter, where an attempt was made to consider the pitch content in 
relation to the other musical parameters. 
The remainder of the pencil sketches for this section provide insights into the 
compositional process similar to those considered above, and relate almost entirely to 
the pitch material. Boulez was evidently particularly exercised by the combinatorial 
possibilities of transpositions F and 0, which share the same opening four notes in a 
way which recalls the K-N relationship exploited above. Unusually, Boulez jots down, 
at different places on the page, two identical drafts of the possible relationships between 
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these two transpositions. The reason for this becomes apparent when one examines in 
detail the treatment of the champs, and there relationship to the squelelle. The 
palindromic characteristics of the squelette result in a pivotal single note, D-natural, 
linked to a repeated three-note cell, G-natural - A-natural - G-sharp. As the first 
squelelte sketch shows, Boulez treats these central cells as a linked unit, with each using 
the combination of rows F and 0 as its champs, and he intended to exploit these 
relationships at the central point of the palindrome. They can be traced most overtly 
in P. 3, where the eight-note chords at opposite ends of the groups utilise all the 
available notes of the two rows, the succeeding Ws rapide arpeggio is a retrograde of 
0, and the answering firtif'group is a retrograde of F. The procedure is a very similar 
one to that discussed in relation to P. 1, and exactly parallel in its derivation of the 
eight-part chords. The effect is to 
impart a unity of pitch structure, which I had sensed, 
and been able to analyse in some 
detail prior to seeing the sketches: now it was possible 
to understand the operation of the compositional process in more detail. It is 
interesting 
to note in passing that the climactic assez large F-sharp of P. 3 was originally 
emphasised in the sketch 
by a trill, F-sharp - G-sharp, whilst the succeeding arpeggio 
was originally marked p) ppp. 
Immediately below this sketch is material relating to what became the fourth 
parenthese. This is quite similar to the final version except for the numerous changes 
of register, but of particular 
interest is the concluding gesture, which was later moved 
to form the end of P. 1, and replaced in the final form of P. 4 by a transposed version of 
the same shape. The relevant sketch is reproduced below my annotated score, and a 
comparison of the two is revealing. Apart from the numerous changes of register, the 
sketch is much more rudimentary in its rhythms, the precise details of which were 
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evidently finalised at a later stage. This section is particularly complex in its pitch 
structure, with the complementary rows V and A framing rows 0 and K. The 
remaining material consists of troped inserts formed from cells of rows F and 0: their 
fragmented appearance here contrasts with their prominent structural placing at the 
centre of the palindrome in the previous section. 
The final two lines of the pencil sketches consist of three sketches for the final 
parenthese, the last of which is virtually identical to the final version in both pitch and 
rhythm, but excluding the massive final chord, which was presumably added after the 
ambiguities of the first sketch for P. 1 had been resolved, and the overall shape of the 
section had been finalised. As elsewhere, the structure of the squeleute is reflected in the 
champs, and this closing section mirrors the opening in its pairing of rows N and K, 
although reversing their original functions: row N is now broken into its constituent 
cells, whilst row K forms the concluding eight-part chord, which bring the section back 
full circle to its opening gesture. 
This necessarily inconclusive survey of the available sketches for'Parenthese' 
has allowed the performer to share some of the stages of the compositional process, and 
in particular helps shed light on the role of the interpolated passages. A growing 
awareness of the structural importance of these and their place at the very heart of the 
musical conception enables the performer to draw his own conclusions concerning their 
relevance to the musical dialogue, and to shape his performance of 'Parenthese' 
accordingly. 
116 
'COMMENTAIRE': ASPECTS OF ANALYSIS AND PERFORMANCE 
'Commentaire' is the climax of Trope' in terms of textural complexity, rhythmic 
inventiveness, and dynamic range - not to mention pianistic difficulty. As we have seen, 
Nicholas Maw, one of the earliest commentators, viewed the structure in traditional terms 
with 'Commentaire' regarded as the development and 'Glose' as a varied recapitulation. 
Nonetheless, most performers have followed the composer's lead and placed 
'Commentaire' at the conclusion of the Formant, where it makes a characteristically 
brusque ending. As well as the formidable technical challenges posed by this section, 
there is the element of performer choice in the presence of optional passages, which 
suggest links with 'Parenthese'. The purpose of this enquiry, as with 'Parenthese', is to 
examine the issue of performer choice in the context of an analysis of the section and of 
the available source material. 
The title is a description not only of the function of the optional sections, 
but also refers to the operation of a comprehensive serial technique, as indicated in 
Boulez's original plan quoted in Ex. 4.8: "y= squelette ou champs separe, ou en creux 
en meine". Thus all of the available technical resources will be found here: the skeleton 
or its 'field', separated in the manner of 'Parenthese', stated simultaneously as in Texte', 
or 'hollow', that is to say, absent, in anticipation of 'Glose'. If the ambition of the 
performer/analyst is to 'plug-in' to this process in an attempt to understand the generating 
forces of 'Commentaire', the task is indeed a daunting one. In fact, as was the case with 
'Glose', my initial attempts at analysis were unrewarding, the complex texture proving 
resistant to the empirical approach which had been successful to a degree in considering 
117 
the element of performer choice in 'Parenthese'. A particular problem in 'Commentairc' 
is the manner in which the squetette pitches are surrounded by commentary, and indeed 
are submerged by it at times. But this is to anticipate. Fortunately, it has been possible 
to refer to the sketches, which provide the key to the pitch structure. 
During my first visit to the Paul Sacher Stiftung in 1995,1 was able to consult the 
squelettes of all four sections, and the one for 'Commentaire' is the starting point for our 
investigation (Ex. 4.41). It consists of a statement of the eight transpositions of Ex. 4.7c, 
each of the seven nodal points joining overlapping rows being clearly marked with an X, 
as in the squelettes already examined. However a comparison with the squelettes of 
Texte' and 'Parenthese' shows that even at this early stage in the compositional process, 
'Commentaire' has a much more dramatic character with more extreme contrasts of 
dynamics, register, texture (four-part chords), and various modes of attack: noteworthy 
in this respect is the treatment of. the four single-note nodes, each of which is 
characterised by a contrasting staccato grace-note in contrast to the legato treatment of 
the three four-note nodes. Despite these and other symmetries, the squelette of 
'Commentaire' lacks the palindromic elements of "Texte' and 'Parenthese', and is therefore 
more open and dynamic in its formal structure. This embryonic character is developed 
to a far greater degree in the final form of the section. 
Because of the complexity of 'Commentaire', it has been decided in the 
interests of clarity to present the analysis directly in relation to the musical text. Each 
page of Ex. 4.42 consists of three elements: the score of 'Commentaire' at the top, the 
squelette underneath, and the relevant sketches on the lower half of the page. These 
pencil sketches are more extensive than those for the other sections, occuping two large 
sheets of manuscript paper, which are badly faded with much evidence of erasures. 
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During my second visit to Basel in January 1996,1 was able to undertake a thorough 
examination of these sources, and to catalogue the contents of the two sheets, with the 
pencil draft of the squelelle at the top of the first sheet, and underneath the row tables 
alternating with sketches. The division between the two becomes disjointed after the first 
set of tables, with much revision of the sketches for C. 3. A short section at the join 
between the two pages lacks sketches altogether, otherwise the composition of the second 
half of 'Commentaire' appears to have been a more staightforward process, as indicated 
by the more organised division between row and sketches on the second page. The row 
tables provide the key to the pitch organisation, and are therefore reproduced in full. 
After this stage, the extant pencil drafts are on the whole close to the finished score, 
suggesting that Boulez simply erased preliminary sketches as he shaped the material 
towards its final form. Hence sketches are only reproduced where they reveal an 
intermediate stage in the compositional process. 
A comparison of the squelette with the score of 'Commentaire' shows that it 
forms the basis for the compulsory sections, S. l - S. 10, as in 'Parenthese'. However the 
relationship is a much more complex one in 'Commentaire'. The eight rows are not 
simply laid out in succession with commentaries confined to the optional bracketed 
sections, but are themselves accompanied by commentaries (champs) which are at times 
allowed to obliterate the original squelette pitches altogether. This is illustrated in 
Ex. 4.42: the sections where the squelette appears in its original form are bracketed in red, 
whilst the sections of the squelette bracketed in blue are those where it does not appear 
in the score of 'Commentaire' but is represented by its champs, rather in the manner of 
a negative image. On examination, a logical pattern may be observed in this process, 
particularly in the treatment of the seven nodal points. Thus in the first half, the single- 
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note nodes, G-sharp and F-natural, are suppressed, whilst in the second half, the 
corresponding notes D-natural and B-natural are present but concealed within the 
surrounding commentary. This procedure is in contrast to Texte' where, as we have seen, 
the nodal notes form prominent points of axis around which the structure revolves. 
Conversely, of the three four-note groups, only the first is stated in its original form, the 
other two being submerged within the champs. The second of these four-note groups 
forms the exact centre of 'Commentaire', but is only heard in recognisable form, very 
prominently, in the ensuing commentary. Already there are implications for the 
performer here: even at this early stage of our investigation it is evident that the optional 
sections consist of commentaries folded within a framework of allusions, and an 
understanding of the structure as a whole will have an important bearing on the operation 
of choice in this section. Whereas in 'Parenthese' the optional sections are much more 
extended than the skeleton which they elaborate, in 'Commentaire' the balance is more 
even and the relationship more subtle. 
The squelette reproduced in Ex. 4.41 is a copy of the pencil version found at the 
top of the first page of sketches for'Commentaire'. It is identical to the pen version apart 
from the absence of dynamic indications, but it contains important addtitional information 
concerning the rows to be used for the champs. As in the other sections, the identifying 
letters correspond to those of the composer's table of transpositions (Ex. 4.10). Boulez 
has already taken decisions concerning the status of each group of the squelette in the 
plan of 'Commentaire'. They may be present (frappees), absent (absences), or 
occasionally half-present (demi present). In addition, the placing of the bracketed 
sections (parentheses), has been fixed with apparently none of the uncertainty which 
characterised the drafting of 'Parenthese'. 
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'Commentaire' opens with a dramatic gesture in the top register of the keyboard, 
immediately setting it apart from the more subdued character of the other three sections. 
The notes of the squelelte are present, framing this opening section, S. 1, but enriched by 
commentaries obtained from the rows P, B, and L. The sketch reveals the compositional 
principle which will be applied consistently throughout this section and indeed the 
Formant as a whole: the chosen rows are used minus the four notes of the squelette, thus 
making champs of eight notes, grouped to form chords of three and five notes in each 
case As shown diagramatically, B is combined with the opening squeletle chord to 
produce a composite seven-part chord. The notes of P provide a rhythmically free 
commentary on this opening. B and L are used in combination to anticipate and 
accompany the final A-natural of the opening squelelte group (a). The concluding 
acciaccatura is based on the five-note chord formed from the notes of II and L, and 
serves not only to conclude this group but to anticipate the next group (b). A simple 
statement of (b) in its unadorned squelette form closes S. 1, whilst at the same time 
preparing for the first optional section, C. 1. 
If the analysis reads so far as being somewhat academic, this is a 
necessary stage in any attempt to understand the compositional process, and is by no 
means exhaustive even in terms of pitch relations: thus it may be observed that the three 
chosen rows P, B, and L have as their single note cell the notes B-flat, A-natural, and G- 
natural respectively, and all of these occur in the opening squelette group (a). 
Furthermore, the three and five-note chords of the champs are derived from these rows 
by the simple device of using consecutive notes of the eight available in the series. If 
one places the pitches back within the context of the musical framework as a whole, it 
can be seen that the shape of the squelette still dominates the opening section, despite the 
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wealth of commentary. This remains on a decorative level because of its imprecisely 
defined rhythmic structure in contrast to the precision of the syueleite. 
The compositional principles having been established, the first optional 
section, C. 1, is straightforward in its pitch content, being derived from the notes of row 
Q. The logic of this choice is that the last three note cell of Q corresponds to the notes 
which concluded the previous compulsory section, and the remaining notes of Q are 
arranged so as to comment on the falling major seventh of this preceding group whilst 
at the same time expanding the dynamic range and elaborating the triplet rhythm. It may 
be noted in passing that, as with the sketches for 'Parenthese', the sketch here fixes the 
pitch combinations whilst leaving precise details of register and rhythm to the final stage. 
At this point, the squeleue pitches disappear temporarily, to be replaced 
by the champs . Thus the next section, S. 2, retains the rhythms and dynamics of the 
squelette but derives its pitch content from row G. Again the sketches reveal the precise 
means of organisation: all the remaining eight notes of the series are used, grouped in 
chords formed from the notes adjacent to the four displaced. Of greater interest than the 
technique of pitch organisation in isolation is its effect in context: whilst the optional 
section C. 1 is an effective commentary on the preceding opening, it would be perfectly 
possible to accept the composer's invitation to omit it: the effect of this alters the function 
of section S. 2, whose pitch shape inverts that of the preceding S. 1. 
In the meantime, the pitch content of S. 2 has deprived the original 
squelette of one of its characteristic intervals, the perfect fourth, F-sharp to B-natural. 
This interval is now quietly but prominently reinstated at the opening of the next optional 
section, C. 2. The pitches here are derived from a combination of rows V (principally) 
and Q, as shown by Boulez's sketch of chord combinations, and the eight available notes 
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are so organised as to conclude with a gentle reminder of the other principal interval of 
the absent sque%! te - the minor second/major seventh. This leads smoothly into the next 
section, S3, which is likewise dominated by the major seventh. A comparison of the two 
optional sections so far reveals that C. 2 has a more structural function than C. l which, 
despite its higher dynamic level, is essentially decorative. 
The squelette is still represented only by its rhythm and dynamic 
envelope in S. 3, the nodal G-sharp being absent. It is replaced by two three-note chords 
formed from rows D and U, operating the familiar principle of adjacent pitches: the 
notes are those of the two cells containing G-sharp, as illustrated in the sketch. As 
though to compensate for the brevity of S. 3, the following optional commentary, C. 3, is 
one of the most extended in'Commentaire'. Why should this be so, and what is its place 
within its context? 
A striking feature of C. 3 is the predominance of accented dotted 
rhythms, which are at once a commentary on the preceding group and an anticipation 
of the the succeeding group (e). Despite its abrupt opening, C. 3 is a continuation of S. 3 
in pitch content, consisting of a simultaneous unfolding of the remaining notes of D (in 
retrograde) and U. A subtle feature is the prominence given to the descending compound 
interval , 
G-natural to A-sharp, formed from the final note of each row, mirroring the 
rhythm and interval of the preceding S3, and thus hinting at the background to the 
commentary - the silent single note G-sharp of the squelette. The remainder of C. 3 is 
an extended upbeat to the following section, S. 4, and its pitch material is drawn from five 
rows forming a champs around squelelle group (e). The rows are separated and 
therefore fairly easily defined, but the composition of this section evidently caused 
Boulez some difficulty, judging from the quantity of sketches. A possible explanation 
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for this is that the rows chosen, viz X-R, G, II-I, enable him to exploit pitch 
convergences between the groups (see my connecting arrows) giving the section as a 
whole a palindromic character - shown in the return of the bass to low E-natural and A- 
natural via C-sharp from a central pivot of E-flat.. The two stages of sketches reproduced 
in Ex. 4.42 enable one to trace the route through to the finished version which, as usual, 
shows an expansion of registers, and a more dramatic, sharply defined character. Both 
the palindromic elements of C. 3, and its dual function as commentary and anticipation, 
suggest a kinship with the procedures of 'Parenthese', and distinguish it from the 
preceding optional sections. 
The length of C. 3 is more than balanced by the following section, S. 4, which 
incorporates no less than six squelette groups, (e) to (k). These divide readily into two 
groups, of which the first three contain the pitches of the original squelette, in contrast 
to the final groups where the pitches are virtually absent. The re-entry of the squelette 
pitches is an important moment: they have been absent since the opening section, and 
Boulez gives them due prominence, reducing the accompanying champs to a simple 
statement of row A, and thrusting through to a massive climax marking the appearance 
of the first four-note nodal chord, group (g). It will be observed that the markingi lis 
restricted to four appearances in 'Commentaire', all of them climactic moments - the 
beginning, the final cadence, and two other compulsory passages of which this is the first. 
In each case the music takes on a cadenza-like character with a momentary relaxation of 
rhythmic rigour. Here the chord is sustained with sostento pedal through the 
commentary, which is formed from two pairs of rows, B-T and R-H. The logic of this 
choice is that each pair has as its single cells the notes A-natural and E-natural, which 
form the outer notes of the sustained chord. As always, the rows are used as champs - 
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that is, minus the four notes of the sustained squelette chord. The remaining eight notes 
of each row are grouped into three- and five-note chords in the case of rows R and 11, 
and, in rows B and T, melded in a more complex 'crossover' technique, first to introduce 
the squelette chord, and then to dismiss it in a brusque gesture as the sostenuto pedal is 
lifted. Boulez's row tables make it possible to catalogue the pitch derivations, particularly 
as they show the chordal combinations in some cases. It is likely that there was 
extensive further drafting, since the surviving sketches are fragmentary, spread over 
various parts of the sheet. Of particular interest are the drafts for theff flourish before 
the trill. This evidently caused him some difficulty, and a series of fragments are spread 
across five staves at the bottom of the sheet, before the final form begins to emerge. The 
dismissal of the four-part chord forces the squelette underground again, but under protest, 
as the violent tremolo indicates. This is a massive amplification of the original trill of 
group (h), the dynamics and rhythm of which are retained. As shown in the sketch, the 
pitches are derived from row P (whose single note cell 13-flat has the adjacent notes C- 
natural and B-natural, the three constituents of the original squelette). The violent 
juxtaposition of material at opposite ends of the keyboard which occurs here is followed 
by a more fragmented gesture. Meanwhile, the squelette remains in the background, but 
its champs, consisting of rows Q and A, contain as their single- and three-note cells the 
four-note chord of group (j), thus leaving their two four-note groups to be utilised. The 
sketches show the process, with Q (its cells in retrograde) a whispered upbeat and coda. 
Row A carries the rhythm and dynamics of the original squeleute group as we would 
expect, but also retains the melodic shape of the original very closely, being an exact 
transposition of the squelelle notes, a minor third higher than the original. The final 
fragment of this extended section, group (k), and material for the following C. 4 are 
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missing from the sketches. However, with the information provided by the pencil 
syuele: te that the group is based on rows J and W, it is possible to reconstruct the serial 
process The original single note node, F"natural, of the squclclic all but disappears 
(demi present), being reduced to an afterthought at the end of a six-part chord clearly 
based on two four-note cells from J and W, minus their F-natural. The concluding note 
brings this magnificently diverse section full circle, back to the F"natural on which it had 
begun. 
The brief ensuing commentary, C. 4, is a pendant to the previous section, 
continuing to derive its pitches from rows J and W. It begins with an echo of the end 
of S. 4, but then amusingly inverts the processes: the suppressed F-natural of the 
preceding section returns as a soft sustained note, before dissolving in contrary motion 
onto the grace-notes F-sharp and E-flat - the single-note cells of J and W respectively. 
In its reinstatement of suppressed pitches, C. 4 recalls the procedures of C. 2, whilst its 
palindromic contour suggests a link with C. 3. 
Almost as brief is the ensuing section, S. 5, but this conceals a concentrated 
structure, based as it is on three squeletre groups, (1), (m) and (n), of four, three, and four 
notes respectively. The first of these has as its accompanying champ row V, which 
incorporates the squelette notes as its one- and three-note cells. The row table is missing 
from the sketches, but the process of reconstructing the use of the two remaining four- 
note cells is straightforward, and the pitches of the squelette remain dominant on account 
of their extremes of register. Two short sketches, closely related to the final version, are 
found on the bottom right-hand comer of the first sheet of sketches for 'Commentaire'. 
The middle group (m) likewise retains the squelette pitches, accompanied by chords 
derived from row K. The other row used to form champs is row E, which contributes 
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a cadential flourish, whilst its shape recalls the opening group of the section (another 
instance, among many, of the way in which commentaries operate on all levels of the 
structure). The logic of the choice of E and K lies in the fact that they are two of only 
four transpositions (the. others being 0 and P) where the three notes of the squelelue group 
occur consecutively. In the final group (n) of this section, the squelelle pitches again 
disappear, although rhythm and dynamics remain. The pitches are drawn from row R and 
the technique as before is to displace the squelerte by adjacent pitches in the chosen 
champs. At first sight, row R seems a curious choice, but the ear provides the 
explanation: the three pitches generated allow Boulez to to turn this group into a 
commentary on the pitches of the preceding group (m), whose concluding C-natural to 
B-natural is echoed in displaced form to conclude the section. 
As elsewhere, when the squelette pitches are withheld, the ensuing commentary 
contains a violent re-assertion of them. Optional section C. 5 begins with a free 
inversion of the previous fragment, but introducing the characteristic minor thirds of 
group (n). The pitches assemble the remaining notes of row R, continuing directly from 
the preceding section. This however is merely an upbeat to the main event of C. 5, a 
fortissimo restatement of the missing pitches of the preceding group (n). It is noteworthy 
that at the same time as restoring the pitches, Boulez inverts all the other musical 
parameters: p) becomes i(, legato becomes staccato, and a formerly regular rhythm 
becomes irregular. Just as this group marks the centre of the squelette, so is C. 5 the 
exact centre of 'Commentaire'. After this outburst, the pitch content of which is derived 
from row X, the end of C. 5 consists of a fragmentation of the characteristic minor third 
intervals of the squelette using a four-note cell derived from row E. In surveying this 
section as a whole we are confronted with the paradox that an optional section not only 
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demonstrably continues the musical argument of the preceding section, but is placed at 
a crucial juncture at the very centre of the piece. Bold indeed would be the pianist who 
elected to omit it in full knowledge of its musical significance. 
The squelelle pitches return in the next section, S. 6. This is a dramatic moment 
in the squelelle with its contrast of registers and semitonal clashes, and Boulez is content 
to preserve the jagged outline of the original with champs provided first by row B 
(continued from the previous section - another proof of the integral nature of C. 5) and 
then by row K. 
The following commentary, C. 6, preserves the wide intervals and dynamic 
contours of the preceding section, and has a loosely palindromic shape. Because of this, 
the performer might be forgiven for regarding it as a self-contained unit which could 
easily be omitted without damage to the overall structure. In fact, the commentary also 
operates on another, more subtle level. Whilst the pitch derivations from rows 0, Q, and 
L are fairly straightforward in themselves, they give rise to a series of secondary 
relationships. Thus the opening triplet is not just a rhythmic echo of the opening of the 
previous group, since its pitches are none other than those of the suppressed squelette 
group (n). As noted above, this group was place at the centre of the original squelette, 
and its omission in S. 5 prompted an angry gesture, and restatement of the pitches in the 
succeeding C. S. Not only do these exact pitches come quietly to the surface again, but 
they are heard in the context of a varied form of the following groups (o) and (p), thus 
restoring the order of events of the original squelette. 
This is a timely reminder, since it is the prelude to another climax. In perfect 
symmetry, section S. 7 begins with an ff chord which balances that of S. 4. There, the 
climax centred on a four-part nodal chord; here it is the single-note which comprises 
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group (q). This is the only one of the three single-note nodes of the squcleite to be heard 
at its original pitch, but Boulez disguises its presence by sounding it as the middle note 
of a five-note cluster. As in the earlier climax, the ff chord is held in the air by the 
sostenuto pedal during a quasi-improvisatory commentary. If the rhythm of this is 
relaxed in character, the pitch derivations are among the most complex in 'Commentaire'. 
Three rows, L, B, and A, all of them in retrograde, and broken into their constituent cells 
form the basis of the champs. These cells are used in the sequence a, d, c, b, as shown 
in my analysis. The chords formed from them, based on identical but transposed cells, 
demonstrate the technique of chord multiplication expounded by Boulez, and used in 
various ways in the Third Sonata, culminating in the Blocs of 'Constellation'. Unlike the 
previous. aTclimax which was sustained into a thunderous trill, the sostenuto chord of S. 7 
is allowed to die away, after which the three remaining squelette groups of this section 
all but disappear. Thus the succeeding four-note chord (r) is denn-absent, represented by 
its rhythm and dynamics. Its pitches do appear within the texture, but broken into dyads 
each of which is accompanied by the eight available notes of the champs, rows R and X. 
The sketches fail to make clear the intermediate stage between the row charts and the 
final version: the suggested division fits the pattern of cell groupings more logically than 
the alternatives. During the seond part of this section the original squelelte became 
increasingly fragmented, and at this point it disappears again, the rhythmic and dynamic 
contour of (s) being filled with the available notes of row T. as shown. The final group 
(t) of this section is demi-absent, the appearance of two of its four pitches being delayed 
until the final grace-note chords. Its champs, consisting of two four-note groups, is 
common to rows C, L, and P, as indicated by Boulez's sketches of the available chordal 
combinations. 
129 
The following optional section, C. 7, inverts the shape of S. 7 by beginning softly 
with sustained chords but ending with a fortissimo, the pitches of which include those of 
the sostenuto chord which had opened S. 7. This sense of balance and continuity 
between the two sections is emphasised by the tempo marks, the accelerando which 
concluded S. 7 being continued during C. 7 towards the Vivo, before a slackening of tempo 
at the end. Characteristically, the commentary operates on two levels: the opening is 
both an inversion of the end of S. 7, and a reinstatement of its characteristic upbeat 
grace-note, a rhythm which dominates the section. More subtly, the opening three notes 
are the pitches of the previous, absent squelette chord (s). This chord continues to haunt 
the commentary, making a brief reappearance at the same register later in the section. 
Meanwhile, even more subtle, is a reference to squelette group (r), which had been den:! - 
absent during S7, where its sustained F-natural was shortened and concealed in the 
surrounding texture. This pitch is now stated gently but insistently three times at its 
original register (Is it entirely coincidental that the notation in the squelette had consisted 
of three tied notes? ). A further reference to group (t) occurs in the semiquaver figure 
towards the middle of the section, where the four grace-notes reinstate its pitches in a 
whisper. The pitch content of the section is unusually rich, but Boulez's sketches of the 
chord combinations formed from the six available rows make reconstruction a fairly 
straightforward process. After the Vivo climax, the two rows from the next section are 
utilised so that C. 7 flows seamlessly into S. S. The join between the two groups-of rows 
is X, which is common to both, and it is now combined with B to bring the section to 
a close with an anticipation of the opening of the next section, and, as already noted, a 
reference back to the opening of the previous S. 7. 
It has been some time since the squeleize has forced its way to the surface of the 
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texture, and S. 8 closely resembles the treatment of S. 6, in the manner in which two 
groups are placed consecutively with a minimum of textural elaboration. In fact, despite 
some similarities of rhythmic structure, the effect of the two sections is quite different 
in context: S. 7 is an abrupt contrast to the preceding C. 6, whereas S. 8 begins like an echo 
of C. 7, as though the roles of 'text' and 'commentary' had been reversed. The four-note 
accompanying cell is derived from row V. 
This sudden re-emergence of the squelette pitches alters the mood of the 
commentary, and C. 8 is rhythmically fragmentary and subdued in its responses. It begins 
with a soft perfect fourth, and the sketch shows this placing to have been an afterthought. 
Otherwise the intervallic content consists of echoes of the characteristic major sevenths 
of the preceding section. The pitches are straightforwardly derived from rows T, M, and 
V, used in sequence. As an aside, it should be noted that there is a typographical error 
in the printed edition: the first bass note must be E-flat in order to preserve the row 
structure. At the subito ritenuto, the champs of the following section are introduced, so 
that the whispered close to the section is derived from row 0. As is evident, C. 8 does 
not have the integrated character of some of the other optional sections, and therefore its 
omission would not effect the dialogue to the same extent. Nonetheless, it provides a 
rare point of comparative relaxation in 'Commentaire' and forms a gentle upbeat to the 
contrasts of the following section. 
The single sustained note of the squelette is present in S. 9, but its treatment is 
somewhat similar to that of the single note of S. 7, being accompanied by a small 
semitonal cluster, and then almost obliterated by a violent descending triplet freely 
derived from row T (the texture at this point, with a sostenuto chord gently resonating 
throughout a violent outburst, anticipates those of the Blocs sections in 'Constellation'). 
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As the annotation indicates, the two four-note cells of this row are freely pcrmutated 
around the pivotal F-flat, a flexibility which foreshadows the techniques of'Glose'. Two 
brief sketches show Boulez experimenting with various possibilities before arriving at 
the final version, however the brusque, dismissive characterisation is constantly present. 
Paradoxically after such a terse statement, the ensuing final commentary is one 
of the most extended: its position means that it must fulfill a dual function as both a 
retrospective glance back at S. 9 and preparation for the cadential flourish of S. 10. Its 
links with the previous section are shown by its echoes of the jagged dynamic contrasts 
of S. 9, and continual use of its upbeat acciaccatura figure, but its prime role is as a 
commentary on the as yet unheard events of S. 10. The pitches of the squeletue are about 
to disappear again, and Boulez prepares for this in the two climaxes of the commentary. 
The first, and more massive, places the pitches of the four-part squeleite group (x) at the 
peak of the climax, and in so doing departs momentarily from the principle that the 
champs must avoid using the squelette pitches. The second, lesser climax, occurs 
towards the end of the section, when the chord is heard sffz in transposed form. There 
was a considerable amount of sketching for this section, and with champs consisting of 
no less than six, at times overlapping rows, the derivations are by no means 
straightforward. Fortunately, one of the sketches consists of an intermediate stage listing 
the vertical combinations for each row. Although clef signs are missing, it is possible 
to reconstruct the process of pitch distributions for the section. The link to the final 
section is row Q, and Boulez again characterically breaks his own self-imposed serial 
laws in allowing the A-flat sguele«e pitch to sound gently through just before the final 
section begins. 
The outline of the squelelte is preserved in the opening leap of S. 10, and with it 
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the characteristic perfect fourth and major seventh/minor second intervals. Boulez derives 
the four-part chords from row Q by permutation of its two four-note cells, as illustrated. 
An angry rumble is the response to the missing squcletuc. Its pitches arc present within 
the four upbeat grace-note chords which introduce the multiple trills, as fourths and 
sevenths again dominate the texture. The squelette has forced its way to the surface, and 
the resulting eruption of sound is the climax of'Commentaire', and indeed of the entire 
Formant. Of the three available rows, the champs at this point are derived from row F 
only, the logic of the choice being that its single-note cell is B-natural, the very note on 
which the squelette trill begins. The other rows, J and T, serve to introduce and conclude 
the trills. The pitch derivations are not obvious, but fortunately the sketch of these rows 
groups them into chordal combinations as they appear in S. 10. If the squelelte trill had 
been almost submerged in the surrounding texture, the final group (z) is allowed to make 
its departing gesture unadorned. The concluding champs magnify the leap before 
resolving on a four-part chord in the middle register, which returns in transposed form 
to the intervals of the squelette. Its pitch structures are freely derived from row M, the 
single-note cell of which is C-natural - the concluding note of the squelette. 
Of the four sections of Trope', it is 'Commentaire' which is the richest in terms 
of the range of options it offers to the interpreter. Unlike in 'Parenthese' where the 
symmetry of the squeleue is reflected in that of the commentaries and therefore the 
logical options are restricted, 'Commentaire' has almost double the number of optional 
sections, and there is a constant interplay on many levels between rigorous compositional 
logic and freedom of choice. How therefore to exercise this choice? It will be evident 
from the foregoing analysis that one of the principal generating forces in the music is the 
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relation between the squelette and the champs. 'Commentaire' is uniquely rich in this 
interaction: in both Texte' and 'Parenthese' the two are clearly separated, whilst as we 
will see, 'Glose' is a negative image of the original in which the squcicue pitches are 
totally absent in their original sequence. It is the complexity of the relationships between 
compulsory and optional sections which makes the possibility of performer choice such 
an intriguing one. As we have seen, the commentaries have a variety of functions. On 
the one hand are those sections which confine themselves to a brief commentary on the 
preceding material (C. 1) or introduce a momentary note of relaxation - both C. 4 and C. 8 
fulfill this latter function. At the other extreme are passages which take up the musical 
argument, bridging the compulsory sections with a continuous flow of additional 
commentary. Optional sections particularly rich in this respect include C. 3, C. 4, C. 5, C. 7, 
and C. 9, and it would be hard to justify the omission of any of these given some 
understanding of their musical importance. Whatever the decisions taken in this regard 
by the performer, it is evident that a heightened awareness of the role of the various 
commentaries can only be of assistance in enabling him to exercise his options in the 
most musically informed way: a parallel perhaps to the composer's paradoxical quest for 
creative freedom through the expression of a peerless compositional technique. 
GLOSE: ASPECTS OF ANALYSIS AND PERFORMANCE 
The prospect of undertaking a detailed analytical study of'Glose' was particularly 
intriguing. Of the four sections of Trope' it had always seemed the most elusive in 
musical content, the mysterious opening in the low register recalling that of 'Parenthese'. 
The predominantly subdued mood of the section as a whole is reflected in its 
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comparatively strict tempo, there being much less of the flexibility which characterised 
the two sections with optional insertions. Another instantly striking feature of 'Glose' is 
its texture: the contrast between the predominantly linear character of much of the 
writing, disrupted by the sudden eruptions into clusters accompanied by violent changes 
in the dynamic level and a freer, more rhapsodic pulse. The musical meaning of these 
had always puzzled me: massive clusters representing bands of frequencies are common 
in Stockhausen's piano music (most notoriously in 'Klavierstück X'), and Ligeti's 
'micropolyphony' exploited the device to the point where it was in danger of becoming 
a cliche. Yet clusters in Boulez's music are comparatively rare: there is no example in 
either of the first two piano sonatas, and even in the Blocs of 'Constellation-Miroir', the 
texture is one of thick chords, containing as many as eleven parts, rather than of clusters. 
The chapter 'Technique Musicale', in 'Penser la Musique Aujourd'hui', contains the 
following stricture on their use: "En fin de compte, ces clusters et glissandi relevent d'une 
stylistique trop primaire ä mon gre; leur abus recent a tourne rapidement i la caricature. 
Ce materiau vite 'ficele' nest pas garant d'une grande acuite de conception; il denote, en 
revanche, une etrange faiblesse a se satisfaire d'organismes acoustiques 
indifferencies"(15). Why then their sudden appearance in 'Glose'? Why had Boulez in 
his performances of the work chosen, uniquely among interpreters, to begin Trope' with 
'Glose'? Was this a temporary expedient because of the still incomplete state of three of 
the Formants, was it pure whimsy (unlikely), or were there cogent musical reasons for 
the choice? It was these and other interpretive issues that provided the background to 
my approach to 'Glose', together with the knowledge that the available commentaries 
provided little guidance on these questions, and that in contrast to Texte' and'Parenthese', 
this section had received scant critical attention. 
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We have seen in the other sections of 'Trope' how the entire structure is evolved 
from the permutations of the original series: the four 'squelches' derive directly from 
them, and the final versions consist essentially of sophisticated commentaries on these 
basic elements. Thus the palindromic shape of 'Parenthese' is a reflection of the 
symmetrical structure of its four twelve-note rows, whilst the permutations on which 
Texte' is based give rise to a series of tritonal relationships which shape the musical 
discourse. 'Commentaire' has eight rows in its circle of permutations, double the number 
of Texte' and 'Parenthese, and therefore the squelelte has a correspondingly more 
involved structure with seven nodal points. These consist of alternate single-note and 
four-note cells, and it is the interplay between squelette and commentary at these 
moments which give the section much of its impetus and dynamism. 'Glose' is likewise 
based on a series of eight row forms, but its permutations occur as three-note and four- 
note cells, thus giving it a more compressed framework than that of'Commentaire'. This 
is reflected in the squelette itself, the pen draft of which is shown (Ex. 4.43). Whilst 
longer and more complex in structure than those for Texte' and 'Parenthese', it lacks the 
range of textural and dynamic contrasts found in the squelette for'Commentaire'. How 
would Boulez proceed to elaborate it, and what would prove to be the relationship 
between the basic material and the introverted yet at times violent tone of 'Glose'? 
My initial attempts at analysis were discouraging. There was always Manfred 
Stahnke's comprehensive study of the cellular structure, but as we have seen, it provided 
in itself no great insight into the actual processes of composition. Likewise, my own first 
attempts foundered precisely on my inability to relate the familiar row structure to the 
musical content of 'Glose'. Clues began to emerge during my first visit to Basel, when 
I was able to examine the preliminary sketches for Trope' among which are the first 
136 
jottings indicating the characteristics of each section (Cx. 4.8). It will be recalled that 
section 8 was to consist of "squelelte en creux (sans Ics notes)", that is, the squelelle 
pitches themselves would be absent although presumably related in some unspecified way 
to the pitch content of the section. I eagerly made a copy of the squelelle itself, hoping 
that this information would enable me to unlock the pitch structure. There was no time 
to examine the detailed pencil sketches as I was able to do in the case of Texte' and 
'Parenthese', and I found to my frustration that many questions concerning 'Glose' 
remained unanswered. It was now at least possible to relate the underlying rhythmic 
structure of the section to that of the squeletne, but the pitch structure remained elusive. 
Hence one of my first priorities on returning to the Paul Sacher Stiftung was to make a 
thorough study of the pencil sketches for 'Glose'. 
As with the other sections, the available sketches are notated on a twenty-eight 
stave sheet. However, unlike 'Commentaire', where the two pages are on the whole 
clearly divided into sketches above which are placed the relevant row charts, the sketches 
for 'Glose' present a much more haphazard appearance with no obvious sequence in the 
ordering. This, together with the presence of two pencil sketches for the squelette, 
suggests that the composition of this section was particularly problematic. However the 
presence of indications for the champs in the second of these squelettes was the first 
important clue as to the pitch structure of 'Glose'. Because of the difficulty in 
deciphering and identifying the sketches, it was decided to make a transcription of the 
entire page in the hope that it might shed some light on the compositional process. The 
crucial final pencil squelette, beginning on the seventh line of the sheet is clearly 
identified by Boulez. Since the sketches are fragmentary and at best difficult to read, it 
must be admitted that there is inevitably an element of conjecture in some of the 
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transcriptions, especially so given the absence of clef signs in all but a few cases. 
Nonetheless, it proved possible, painstakingly, to identify most of the sketches with a fair 
degree of certainty, in conjunction with the evidence provided by the final version Once 
this had been achieved, and the sketches arranged in order, it became apparent that they 
were more complete than had appeared at first sight, and that they could provide some 
significant insights into the genesis of 'Glose'. 
The same layout of analysis has been adopted as in the other sections of Trope', 
with the relevant squelette group placed under the text. Underneath this appears my 
preliminary draft of the rows used for champs, following the letter indications in the 
second pencil squelette, and adopting the procedure used by Boulez in 'Commentaire' of 
blocking out with brackets the unavailable notes. At the foot of each page are the 
sketches, rearranged to correspond with the compositional sequence of the final version 
(Ex. 4.44). Once they are catalogued in this way, it can be seen that, like the sketches for 
'Commentaire', those for'Glose' fall into two basic categories: preliminary thoughts about 
the cellular structure of the rows to be used, followed in most cases by an intermediate 
sketch bearing a greater or lesser ressemblance to the final version. Only now was it 
possible to reconstruct the compositional process in the light of all the available evidence, 
and to understand the consistency and indeed fundamental simplicity of the principles on 
which 'Glose' is based. 
An immediate surprise was the distribution of the squeleue groups. In Texte', the 
other through-composed section, they had acted as a cantus firmus, evenly distributed and 
constantly present. However in 'Glose' the layout is much less even, bearing some 
ressemblance to that of 'Commentaire', where optional sections interrupt the progress of 
the sgue%11e. A pattern began to emerge: gaps of varying length appear at each of the 
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seven nodal points, but the longest breaks in the sgac%ttc are reserved for the three 
points where a four-note chord is preceded and followed by a single note, as at (d), (I), 
and (w) in Ex. 4.44. These mark precisely the moments at which the texture dissolves 
into clusters, and the rhythm assumes a flexibility reminiscent of the optional passages 
in 'Parenthese' and 'Commentaire'. It was particularly intriguing, having just completed 
a study of the interplay between text and commentary in these sections, to observe how 
Boulez would articulate this relationship in a section where he had chosen to dispense 
with parenthetical passages altogether, and even to cut the umbilical cord of the 
squelette itself. 
My experience of the use of clusters as a pianistic texture was limited to 
Stockhausen's 'Klavierstück X', and his introduction of the concept of 'degrees of 
comprehensibility' - broadly speaking, the denser the cluster, the less comprehensible it 
is becsuse the individual pitches become obliterated in the texture. Although Boulez 
describes the clusters in 'Glose' as Bandes de frequences, it is evident from the footnote 
to the printed score of this section that he took a characteristically fastidious view of the 
components, insisting that all the pitches must be sounded. If this was unsurprising, an 
unexpected feature of the sketches which emerged during the copying stage was that 
some of the most extensive drafts were for the passages involving clusters, and so it was 
to these that I turned in the hope that they would provide some clues as to the 
compositional processes of 'Glose'. 
The first such passage occupies the greater part of the first line, and comprises 
squelette groups (c), (d), and (e). Applying the principle of champs to group (c), it 
quickly became apparent that the sque%tte note G-sharp is absent, but replacing it is a 
most sophisticated commentary based on rows I and C. The group begins and ends with 
139 
an incomplete cluster comprising the final two notes of these rows: the missing central 
note is none other than the squelelic G-sharp. At the midpoint of this loosely 
palindromic structure occurs an sfz dyad, the pitches of which are C-sharp and D-sharp, 
the single-note cells of rows I and C respectively. The note which they displace is again 
G-sharp, the corresponding single-note cell of the squcicue. Either side of this climax, 
symmetrically arranged, are the first groups of clusters, and Boulez maximises their shock 
effect by extreme dynamic markings. The pitch structure is derived from the four-note 
cells of the champs, taking the outer notes of each cluster as defining the pitch 
parameters. The permutation of the two rows is complex, but the cross groupings shown 
on the annotated score have a logic despite their arbitrary appearance and the absence of 
conclusive evidence from the available sketches: thus all the clusters combine notes from 
both rows with the exception of the final cluster of each group, the first of which uses 
a dyad from row C, and the second a dyad from row I. If this explanation appears to 
labour the point, it is a pertinent example of the combination of flexibility and inexorable 
logic which characterises Boulez's serial technique throughout Trope', and which is seen 
in its most developed form in 'Glose'. Just as suddenly as the clusters appeared, they 
vanish, framed by the incomplete cluster which had opened a window on an unfamiliar 
landscape. A plausible explanation for their occurence is already presenting itself: if the 
squelette is to be totally submerged in 'Glose', would it not be logical that the points of 
minimum density (single notes) in the squeletle, should be transformed into those of 
maximum density (clusters) in this negative reflection of the original? Confirmation for 
this hypothesis emerges from a study of the following groups. Squelette group (d) 
consists of four notes grouped into dyads of a minor third and major sixth. Not only are 
the chords splintered into grace-notes, but the characterising intervals are suppressed in 
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favour of the 'isomorphic' ones of major and minor seconds, and (especially) perfect 
fourths. In the squelette, this group is the central panel either side of which is a single 
note, and whilst the rhythm and register of the low B"natural are retained, its pitches are 
obliterated by the eight-part chord. Again, 'Glose' is constructing a negative image of the 
original structure. 
The above commentary suggests an explanation for the appearance of cluster groups, 
and moreover, one which is consist with their two subsequent appearances. The the next 
nodal point, consisting of a four-note group preceded and followed by a single note, 
occurs at the midpoint of the section, and comprises squeletle groups (j), (k), and (1). It 
forms a more integrated statement than the passage examined in the previous paragraph, 
and again the ear is teased by the palindromic arrangement. Not only does this exist 
within the passage as a whole, with the brief central panel abandoning clusters, but each 
group of clusters is framed by identical shapes. It is interesting to note, in passing, the 
sketch for this section: the two dyads which introduce the second group of clusters are 
represented chordally, and Boulez evidently had second thoughts in order to register more 
clearly the intervallic relationship between these upbeat grace notes and those which 
conclude the group. A legitimate question at this point is to ask why Boulez did not 
repeat the opening pitches exactly as he had done at the end of the first group in order 
to emphasise the symmetrical structure? As always with Boulez there is a logical answer, 
but this is to anticipate the discussion below concerning the next series of connections. 
The pitch structure of this passage is fairly straightforward, since it uses the rows 
in sequence. A small sketch, which I have re-ordered below the principal draft, shows 
clearly the derivation of the first group from row F, and also the succeeding chord based 
on the available notes of row N. The second cluster group is similarly derived from row 
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G. with the dyads formed from permutations of alternate notes as shown. Taking the 
passage as a whole, it bears a similar relationship to the structure of 'Glose' as does the 
middle optional section in 'Parenthese': both have strongly palindromic elements, and 
function as hinges in the overall design. However the row structure of 'Glose' lacks the 
palindromic rigour of 'Parenthese, and as we will see, despite the range of textural 
contrasts, its structure is so closely woven that there is no place for the type of optional 
commentaries which characterise 'Parenthese'. 
The third passage involving the use of clusters occurs in the final line, thus balancing 
the opening group: a further example of palindromic elements in the context of an 
essentially dynamic overall design. As with the earlier examples, Boulez continues a 
dialogue with the absent squelette. Thus the missing single note of group (v), F-natural, 
is replaced by the corresponding single-note cell of the champs, B-natural. Even though 
it is sounded momentarily fortissimo, the pitch is rather submerged in the descending 
chords which are derived from row N by permutating the three available cells. The 
cluster group itself, (w), is derived from rows M and I by a still more elaborate process. 
Fortunately there are two sketches; one of the rows themselves, followed by a sketch of 
the cluster groups numbered in the order of their appearance and on the same line as the 
row to which each cluster relates. The sketch is reproduced below the annotated text of 
'Glose', and is self-explanatory. Again one notes how the four-note chordal figure of the 
squelette is dissolved into a linear minor seventh progression with only vestiges of its 
characteristic triplet rhythm remaining. Its pitches are derived from row A, the remaining 
notes of which are used to conclude the passage. The final single-note group (x) of the 
squelette is replaced by a crashing eight-note chord, itself an upbeat to a semiquaver dyad 
whose notes, G-natural and B-double flat, are the pitches adjacent to those of the missing 
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A-flat. This device recalls the use of clusters with a 'hollow' centre found in the 
corresponding passage at the beginning of 'Glose'. 
As my understanding of the technical means employed in 'Glose' increased, I began 
to appreciate more fully the meaning of Boulez's first jottings concerning the structure 
of this section: "squelette en creux (sans les notes)". The meaning of this description was 
now, clear since the squelette is represented rhythmically rather than by its pitches, but, 
given the complex way in which the rows of the champs were crossed-over one another 
in a labyrinth of permutations much more complex than those even of 'Commentaire', 
was there another layer of relationships in 'Glose' which my pitch analysis had so far 
failed to uncover? It was my continued perplexity over the central palindromic group 
which provided the first clues. It will be recalled that Boulez could easily have matched 
the symmetrical arrangement of its first set of clusters (group j, row F) when ending the 
second set (group 1, row G). The reason for the seeming perversity of not completing the 
palindrome exactly suddenly leapt off the page: the four grace-notes, C-natural, F-natural. 
C-flat, and B-flat are none other than the pitches of the next squelette group, (m). Could 
it be that the serial technique had another dimension, namely that the squelette pitches 
were present after all, but crossed over, in a different sequence from that of the original. 
It took only a brief examination of the remainder of 'Glose' to show that this was indeed 
the case. The opening of the section had demonstrated a complex series of permutations 
of the champs, such as to distract attention away from the more sophisiticated 
compostional game which Boulez is playing, namely that the pitches of the two opening 
squelette groups are crossed over one another. Thus the pitches of group (b) of the 
squelette are found in the top stave in the opening of 'Glose', whilst the missing pitches 
of group (a) exchange places to appear with the original squelette rhythm of group (b) 
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in the passage immediately following. The process is clarified by my crossed arrows 
linking'Glose' and its squele«e in Ex. 4.44, and this technique can be observed thoughout 
the section. 
An understanding of these techniques, and the manner in which they are applied, 
changes one's attitude to 'Glose'. Just as 'Commentaire' had exploited in a highly 
imaginative way the various levels of interplay between a basic shape and a series of 
commentaries, so 'Glose' can now be seen as an equally resouceful elaboration of 
fundamentally simple ideas. The fact that it lacks the optional interpolations of two of 
the other sections can lead us as performers to set it to one side: to 'play the notes' and 
hope that the musical content will somehow emerge. However no pianist who takes the 
opportunity to become acquainted with the structure and musical character of'Glose' can 
fail to be inspired by the range of interpretive challanges it offers to the 'plugged-in' 
performer. 
In a recent London performance, I was able to put these various discoveries 
concerning the genesis of "Trope' and the operation of performer choice to a practical test. 
By adopting the ordering 'Glose' - Texte' - 'Parenthese' -' Commentaire', I felt able to 
impart a more dynamic shape to the music than on previous occasions, when I had 
followed the more usual option of beginning with Texte'. In addition, the Formant 
seemed to flow more naturally as a result of accepting Boulez's invitation that it could 
be placed after 'Constellation'. This raises yet another dimension to performer choice in 
the Third Sonata, and it is now time to consider the other published Formant in relation 
to the sketches, and the light they shed on its musical structure. 
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CHAPTER FIVE 
CONSTELLATION 
This, the central Formant of the Third Sonata, has a strange history. As we have seen, 
it only gradually evolved in Boulez's conception to assume a fixed position at the centre of 
the work as the longest Formant around which the other four would revolve in various 
possible orders. The sonata has never been heard in this form: the available evidence 
suggests that Boulez, in his 1957-58 performances, began the work with 'Constellation' as a 
temporary expedient in view of the fragmentary state of three of the five Formants. However 
it is not only the three fragmentary Formants which remained unresolved following the 
subsequent withdrawal of the work. The autograph score consists of both versions of the 
central Formant; 'Constellation' itself, and its mirror version 'Constellation-Miroir', in which 
the order of the six sections is reversed. This concept of a fixed central Formant which is 
capable of revolving around itself reflects the design of the sonata as a whole. When the third 
Formani was eventually released for publication in 1963, it was the mirror version alone 
which was printed, and performances since then have been based on this ordering of the 
sections, with the exception of the recording by Claude Helffer. It was Helffer who implicitly 
raised the question of the alternative ordering of 'Constellation' when, in a letter of 27th 
February 1965, he asked the composer, "D'abord, quel est le titre exact -'Miroir' comme sur 
la partition ou 'Constellation-Miroir' comme sur la mode d'emploi? "(1) Boulez's reply, 
consisting of hastily written annotations, was to underline the words 'Constellation-Miroir', 
with the comment, "Titre exact (ordre inverse). La Constellation devait imprimee apres, par 
une fantaisie de W. E. que je n'ai pas compris" ("Exact title [reversed order]. Constellation 
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[reversed order]. Constellation must be printed subsequently, by a fantasy of U. C. which 
I failed to understand"). It is curious to find Boulez, who has always exercised strict 
control over the publication of his scores, disclaiming responsibility for the decision to print 
only the mirror version of the third Formant. On the other hand, he was away for long 
periods around the time when the piece was published. Whatever the truth of the matter, 
the published material has retained a sense of being partial and indeed to an extent 
incomplete. 
The hostile critical reception accorded to the publication was partly directed at the 
unwieldly format of the score, with its alternate use of green and red ink to distinguish the 
six sections. The autograph manuscript consists of pages fixed end-to-end with adhesive 
tape and folded-over, and of a format that could be accomodated on a music desk, thus 
making it possible to realise Boulez's suggestion that choice be exercised during the 
performance rather than planned in advance. However the sheer size of the printed score, 
with pages cut through the middle of sections, makes this an impractical option. It helps 
to explain a curious paradox concerning the work's performance history. that early 
performances using the pre-published materials sound more spontaneous and creative in 
their approach than those of a later generation of performers working from the published 
score. My approach as a performer has followed the procedure dictated by the layout of 
the printed score, viz determining the ordering of sections in advance and reassembling 
the score into a more manageable format. Decisions concerning the choice of routes 
through the score were taken as far as possible to emphasise musical continuity rather than 
diversity. However there has always been a sense that one has exercised these choices in 
a rather arbitrary manner, and that the score analysed on its own terms would provide the 
pianist with crucial information concerning the interaction of composer and performer 
147 
advocated by Boulez; "et non point d'un intcrprete-robot a I'cffarante precision, mais d'un 
interprete interesst et libre de ses choix"(2). But where to begin an analysis of a Formant 
of such daunting complexity? Since the derision and incomprehension which greeted the 
published score, there has until recently been little attempt to understand the work on its 
own terms. 
One reason for the lack of commentaries on 'Constellation' may be that there 
is seemingly no detailed technical exposition comparable to that which Boulez provided for 
Trope'. The observations in 'Sonate, que me veux-tu' contain interesting general remarks 
about the structure as a whole and about the issue of performer choice, which is likened to 
the plan of an unknown town: "L'itineraire est laisse a l'initiative de l'interprete, il dolt se 
diriger a travers un reseau serre de parcours. Cette forme a la fois fixe et mobile se place, 
ainsi, au centre de 1'oeuvre a laquelle eile seit de pivot, de centre de gravite "(3). However, 
the article also contains the disclaimer, "II m'est absolument impossible d'analyser, dans le 
detail, le mecanisme de cette piece"(4) -a somewhat disheartening thought for the analyst. 
The answers in 'Conversations with Celestin Deliege' similarly expand the nature of 
performer choice in general terms rather than dealing with specific technical issues. It is 
only on re-reading Tenser la Musique Aujourd'hui' that one is able to trace specific 
although unacknowledged references to the compositional procedures of'Constellation'. The 
short opening chapter, whilst primarily polemical in intent, nonetheless contains several 
references of some significance in the context of the Third Sonata and 'Constellation' in 
particular. Thus after a waspish aside on the misuse of stereophony (a reference perhaps 
to 'Gruppen' and 'Gesange der Jünglinge'? ), Boulez adds a comment concerning the function 
of musical space which could with hindsight be seen as a reference to the sound-world and 
physical layout of the as yet unpublished 'Constellation': "L'espace ne s'identifie point avec 
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cot autodrome sonore auquel on a tendance a le reduire; I'cspace strait plutöt potential de 
distribution polyphonique, indice dc repartition dc structurcs"(5). The kcrncl of this chapter 
lies in the passage where he acknowledges that, in the search for, "unc nouvelle logique 
des rapports sonores", there will arise "... des cas particuliers pour lesquels la tradition - pas 
plus lointaine qu'immidiate " ne pourrait nous donner mcme un indice de solution, eile nous 
laisse demunis de ruses; il s'agit non seulement dc questions morphologiqucs, mais 
egalement de problemes de structures, de Brandes formes"(6). His sketch of possible 
solutions follows, and is worth quoting at length, since as we will see, it contains the 
essence of his compositional technique in 'Constellation': 
"La tessitura, en particulier, y joue un role dezterminant. Les 
relations verticales se concoivent comme materiel direct de 
travail, comme intermediaire dans ('elaboration d'objets 
complexes, soit encore comme supervision du travail sur des 
objets complexes; dans les trois cas, on ne pourra traiter la 
dimension verticale avec la meme technique, chacun ayant ses 
exigences propre reclamant des Lois d'organisation derivees, 
bien sür, dune loi premiere mais organiquement specifique. 
De meme, les fonctions horizontales n'ont que peu de liens 
direct avec les anciennes lois contrapunctiques; le contröle 
des rencontres n'observe pas les memes rapports, la 
responsabilite d'un son par rapport ä un autre s'etablit selon 
des conventions de distribution, de repartition. Ainsi que 
pour les relations verticales, on peut les diviser en trois 
groupes: de point ä point, d'ensemble de points ä ensemble de 
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points, enfin relations entre les ensembles d'cnscmblcs"(7). 
The following chapter, and greater portion of the book, consists of a 
technical exposition of formidable complexity. Isere is to be found the oft-quoted 
description of Trope' and its spiral structure deriving from the subdivisions of the row. 
Boulez goes on to discuss "Inventaire et Repertoire", and it is at this point that he raises 
the possibility of a row which is mobile in its divisions. The logic of the argument is 
difficult enough to grasp, but is compounded by the impenetrable musical example provided 
by Boulez in his Ex. 39. In fact, the example is drawn from the preliminary drafts for 
'Constellation', and Boulez is citing the technical procedure used to derive the pitches in a 
section of Blocs. The rows listed are two of the transpositions arranged in their 
corresponding cellular divisions. This first section of the musical example is clear enough 
but the subsequent attempt to distinguish mobile density from fixed density is flawed by 
the absence of any explanation as to how the 'enrichment' is achieved. Examination of the 
sketches provides the answer to one's perplexity: the example given by Boulez is 
incomplete, and the chord multiplication which produces the enrichment is the product of 
the interaction of three rows rather than the two provided in the example (The technique 
of chord multiplication in 'Constellation' will be considered in detail below). Boulez 
proceeds to list examples of the use of tessitura and mode of attack to influence the shape 
of structures of varying densities, all of which are based on the chords of his first musical 
example from 'Constellation'. This section of the chapter concludes with what is in effect 
a statement of the compositional philosophy which inspired the central Formant: "Nous 
n'avons pas le dessein de decrire 1'ensemble des constellations crees par fixite et mobilite; 
qu'iI nous soit permis de signaler seulement 1'immense crescendo menant de toutes les 
organisations au repos ä toutes les organisations en mouvement, de fordre le plus 
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ineluctable au chaos restitue" (8). This is not only a challenge to the would-be analyst, but 
a warning of "Ic potentiel d'inconnu enclos dans un chef d'oeuvre". Nonetheless, in 
embarking on a study of this Formant, there is the encouragement of the remarks made by 
Boulez in the opening chapter, concerning the relationship between a composer and his 
works: "Je demeure persuad6 que I'auteur, aussi perspicace soit"il, ne peut concevoir Ics 
consequences - proches ou lointaines - de cc qu'il a ecrit, et que son optique n'est pas 
forcement plus gigue quo celle de l'analyste (tel quo je le concois)"(9). It was in this spirit 
that I approached the central Formant of the sonata; not in a desire to find a verbal 
description of a masterpiece, but in an attempt to obtain as deep an understanding as 
possible of the compositional process in the hope of shedding some light on the 
interpretative issues, and in particular that of performer choice. As in my study of Trope', 
I had the good fortune to be able to spend an extended period studying the source material 
for 'Constellation', without which the project would have been an impossible task. 
THE SKETCHES 
t 
An immediate surprise on turning to the sketches for 'Constellation' was how 
different was the approach to the material compared to "Trope'. In the earlier Formant there 
was considerable sketching for the final version, but the route from the establishment of 
circular permutation to the four squeteites had been an apparently direct one, with little 
intermediate sketching. I had assumed that because 'Constellation' seemed to allow for 
more performer choice, the composition itself would reflect this in a more flexible handling 
of the serial processes. Thus I was confounded to discover that that not only had Boulez 
contrived a much more elaborate organisation of the basic row structure than in"'Trope'. 
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but that rhythms were serialised also, and further charts showed evidence of a systematic 
ordering of all the other musical components - modes of attack, registers, and dynamics. 
It was decided at this point to make a copy of all the available sketch material in an attempt 
to understand how the musical structure had evolved into its unique shape. The following 
is a reconstruction of the stages of my discovery of this process. 
It will be recalled that the earliest drafts for the Third Sonata refer to the middle 
Formant in the following terms: "Serie normale avec grpt. dc valcurs (dCpcndant de la 
serie)". The folio of sketches for 'Constellation' begins with some general comments: 
"Disposes Comme une constellation 
Absolument sans ordre et sans choix 
Sans pesanteur 
Avec densites diff' rentes 
Registres de fixite complete a differentiation totale 
Effets de sonorite [recupererj 
'h`Ped. - Ilarmonique sans attaque 
Ped. plus ou moins longtemps apres attaque 
Grand differentiation des attaques" (10) 
Noteworthy is the emphasis placed on texture and sonority at this early stage in the 
conception. This is consistent with Boulez's rare public comments, which glide over the 
question of performer choice. Thus his introduction to Charles Rosen's performance at the 
Queen Elizabeth Hall is preoccupied with the novel sonorities, and Leonard Stein recalled 
in conversation a similar emphasis on pianistic effects when he was coached by Boulez 
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prior to a performance in 1963 (11). At this distance. accustomed as we are to the use of 
harmonics and massive contrasts of sonoritiy in the keyboard music of Stockhausen and 
Xenakis, it is the fastidiousness of Boulez's calculations which catch the car rather than the 
novelty of the effects, which must nonetheless have sounded strikingly original at the time 
of the work's first performance. As an aside, it is interesting to compare the above thoughts 
with those for the other Mallarmean work which was taking shape at the same period as 
the Third Sonata - 'Pli Scion Pli'. The sketches for this include a preliminary verbal 
description which echoes that for the Sonata: "de la predetermination totale A la totale 
indetermination" ("from total predetermination to total indeterminacy"). 
The next stage in the sketching for 'Constellation' was the organisation 
of the various musical parameters and their interaction. The table of pitches (Ex. 5.1) is 
identical to that for Trope' except for the organisation of the internal divisions. The first 
row (A) consists of six cells, grouped 1-3-3-2-1-2, and this grouping is applied to the larger 
structure of the two groups of twelve rows. Thus the prime forms (A-L) are grouped 1-3-3- 
2-1-2, and the inversions (O-X) 2-1-2-3-3-1. These larger groupings are identified by Greek 
characters: a, p. y, S, E, and C for the prime forms, and tI, O, t, x, X., and µ for the inversions. 
Already the internal segmentation of the row has influenced the structure on another level, 
recalling the compositional processes of 'Trope'. There, the segmentation 4-1-4-3 was 
retained identically throughout all twenty-four transpositions of the row, and this choice of 
divisions dictated the overall formal shape of four revolving sections. In 'Constellation'. 
each of the rows is divided into six cells, following the pattern established by row A- two 
groups of three notes, two groups of two notes, and two single notes - but the ordering of 
these cells is constantly changing. A numerical chart on the left side of the row table lists 
the various permutations: 
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(a ) 133212 
(0) 322131 221313 131322 
(y) 322131 213132 132213 
(S) 211323 132321 
(c) 133212 
(c, ) 211321 321132 
At first sight this is a seemingly arbitrary arrangement, however closer inspection reveals 
a simple arithmetical principle. Within the basic number series 321321, and reading 
downwards, the next six-figure number is formed simply by subtracting I from each digit: 
thus reading from the top, 133212 becomes 322131 which becomes in turn 211323. 
Reading horizontally, the method is slightly different: each group to the right is formed by 
beginning with the next lower number, and reading off the series in a circular manner, as 
indicated by the underlined numerals. An identical process is applied to the inversions to 
produce the following set of segmentations: 
(11) 212331 123312 
(A) 131223 
(t) 212331 331212 
(K) 323112 231123 123231 
(1) 323112 232311 112323 
(p) 131223 
A small inconsistency can be noted in the second row of (t), where the strict observance 
of arithmetical principles would result in the sequence 123312, a duplication of the 
segmentation of the second row of (Ti). Boulez's arrangement maximises the range of 
available permutations and the result of this process is a reservoir of varied cell 
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relationships which form the basis for the pitch structure of the entire Formant. If the result 
seems at this stage rather contrived, it is worth noting that such number sequences formed 
an important part of the teaching of Paul Kice at the Bauhaus as an illustration of the 
transformation of forms by displacement. The relevant page in 'Notebooks, Volume 2' (12) 
cites examples including the patterns of bricks in masonry, before making specific reference 
to stars and constellations. Klee's influence on Boulez was a decisive one during this 
period as can be judged from the fact that the article 'A la Limite du pays fertile', written 
in 1955 around the time when the first drafts of the Third Sonata were produced, borrows 
its title from one of Klee's paintings, and Boulez had earlier intended to use the same title 
for 'Structures I a'. 
Two tables of durations are listed on a separate sheet (Ex. 5.2). Following the 
procedure sketched in the general plan, these are linked to the pitch series by the simple 
expedient of giving each note of the chromatic scale a corresponding duration value based 
on semiquaver units. Thus in table (a), E-natural =a semiquaver, D-sharp =a quaver, D- 
natural =a dotted quaver, through to F-natural =a dotted minim. Table (b) inverts the 
process, E-natural now being the longest note (a dotted minim) and F-natural the shortest. 
The procedure is very similar to that used in 'Structures la', and as we will see, the serial 
processes are employed with equal rigour, although to more flexible aesthetic purposes. 
Given the emphasis placed on sonority in the earliest plans for the Formant, it is 
unsurprising that Boulez should have sought to extend the serial principle to encompass this 
parameter as well. A description of the six types of sonority, and of their relative durations, 
is found on a sheet which also contains a table of their distribution within each of the 
twelve-note rows (Ex. 5.3). As can be seen, Boulez identifies three basic types of attack; 
tenu (T), sec (S), and harmonique (H), each of which can be modified by pedal (Tp, Sp, 
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and Up respectively) to create six categories which correspond to the six cells of each row. 
The accompanying tables of permutations ressembie in their layout the number sequence 
of the pitch cells, but despite their diagonal symmetries, they resisted all attempts to 
uncover the logic of the series. Help came from an unexpected source. Hidden amongst 
the sketches for the final Formant, 'S6quence', was a page of jottings (Ex. 5.4) which turned 
out on closer inspection to be intended for'Constellation', consisting of further notes on the 
use of sonorities and varied modes of attack. At the bottom of this page, Boulez identifies 
each of his six sonorities with a number from 1 to 3. It is a simple matter to substitute 
these numbers for the corresponding abbreviations in the tables of Ex. 5.3, thereby producing 
number sequences identical to those quoted above for the pitch cells. Hence yet another 
musical parameter is being shaped by the consequences of the initial choice of pitch 
segmentation. 
The only remaining musical parameters are those relating to register and dynamics, 
and a scale for each of these is defined on a separate sheet (Ex. 5.5). Each group of rows 
in its prime form is paired with one of the groups of inversions, and a scheme of registers 
devised for each, with a range of from three to the maximum seven octaves. Five possible 
forms of distribution are available for each of the groups, and it is evident at this early 
stage that the arrangement for registers allows for somewhat more flexibility than that for 
pitches and rhythms. A seven point scale is also available for dynamics, with the same 
system to be used as for the registers, although in an as yet unspecified way. 
The next stage in the sketching process indicates that the serial processes are to 
dominate the large-scale structural organisation in a manner similar to those found in 
Trope'. A page of diagrams (Ex. 5.6) shows how the concept of segmentation will dictate 
the form of'Constellation'. Thus there will be six sections, arranged in a grid. The overall 
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shape of the groups, 133212 - 212331, corresponds to the basic divisions of the first row. 
Already the outer sections are intended to be comparatively brief with only a single group 
of rows to be used. The middle four sections are richer in material, and therefore more 
extended. Two of these confine themselves to the prime forms of the row. ct-c, whilst 
the other two sections utilise the corresponding inversions, groups tß"µ. It is possible to 
identify the sections as being in the following order: Points I, Blocs 1, Points 2, Blocs 11, 
Points 3, Rfelange, with the Points using the inversions and the Blocs the prime form of the 
row. Arrows underneath each group of rows indicate by their direction whether the prime 
or retrograde form will be used in a particular section. Comparison of these shows that all 
twelve groups will appear in both forms, but once only, in other words all forty-eight 
possible forms of the basic row will be used. Thus the grid, as well as being a structural 
plan, contains in essence a summary of the entire pitch structure of 'Constellation'. The 
final group is linked by a circle to a smaller grid, which appears to be simply a summary 
of the pitch groups of the main diagram. However, in turning to the detailed pitch sketches, 
it becomes clear that the connection is in fact the establishment of a link between the 
overall structure of the Formant and that of the concluding section Rfelange, which, to judge 
from the order of the sketches, was evidently the first section of 'Constellation' to reach its 
final form. 
MELANGE 
A study of the gestation of Melange suggests that in many respects it is a microcosm 
of the Formant as a whole. Thus the 'mixture' is on one level simply that of combining the 
two textures, Points and Blocs, with the colours reversed from those in the main part of the 
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Formant; Points are in red rather than green ink, Blocs in green rather than red ink, with 
the total of six tiny sections corresponding to that within the larger structure. However, a 
closer inspection reveals that the parallels exist on a much more detailed level. The first 
sketch of Ex. 5.7 organises the pitch content spacially in accordance with the layout of the 
small grid in Ex. 5.6, and therefore in a way which is virtually identical to that of the 
movement's overall shape. Analysis of the pitch content shows that it consists of the two 
single row groups, a and c, of the prime forms of the row. The notes of a form the 
Points (red ink), those of c the Blocs (green ink). The pitches are disposed in their 
segments within the six sections so as to correspond with the layout in the grid: two single 
note groups at the beginning and end, two groups of two-plus-one-plus-two notes, and two 
groups of three-plus-three notes at the centre. Thus the segmentation within the rows used 
in Melange corresponds to the deployment of groups within the larger sections, as shown 
in the large grid of Ex. 5.6. The pitches of row A (a) are used in their retrograde order, and 
those of row J (c) in their prime form. The logic of the choice of these two rows lies not 
only in the fact that their pitch segmentation is identical, but also in the intervallic 
relationship which links their single notes, E-natural - D-natural, and D-natural - C-natural 
respectively. Rhythms are already established in this first sketch, and correspond to those 
in the second of the tables chromatically derived from the pitches. In a further series of 
sketches to the right of the first sketch, more precise details of pitches and registers begin 
to emerge, with grace notes already givng an illusion of freedom within the meticulously 
planned rhythmic structure. In so doing they articulate a curious paradox of'Constellation': 
no work of Boulez is freer in its relationship to the interpreter, and yet at the same time 
more rigorous in its compositional procedures. As these details are evolved, they are 
incorporated into a second grid underneath the first sketch. Details of dynamics and modes 
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of attack are added as the sketch begins to approximate to the final form of Melange. 
Before considering this, one other small sketch needs consideration. This separate 
sheet of jottings (Ex. 5.8) can be identified as a preliminary sketch defining the various 
serial parameters for Melange with regard to durations, dynamics and registers. Evidently 
both registers and dynamics are to be within the medium scale III - V, and a comparison 
of the tables of Ex. 5.5 with the printed score, Ex. 5.9, reveals the extent of Boulez's 
calculations. Thus the two single notes of a, D-natural and E-natural are positioned 
precisely within register four as defined by the parameters set in Ex. 5.5 - the only available 
register for single pitches within the three-octave range to be used for group a.. Conversely, 
single notes within group e can be placed in either register three or five, the latter being 
the one chosen for the opening D-natural. More flexibility of register is available for two- 
and three-note groups, but Boulez keeps within the range of registers three to five 
throughout Melange, although in order to accommodate the low G-sharp of the third group, 
it is necessary to think of the compass as transposed down a semitone, whilst the balancing 
high B-flat of the fifth group is an upward extension by a semitone. Dynamics are linked 
to registers in their overall range, which extends from p to f (that is, between III and V on 
the scale), and each note of a group is within a separate dynamic register. 
These various parameters having been fixed, it remains to examine the final version 
in relation to the sketches. Textures are meticulously organised, with each of the two 
groups containing the full range of six available modes of attack, and in the order listed in 
the sketch (upper diagram of Ex. 5.3): it is necessary to read forwards for c (prime form) 
and backwards for cc (retrograde form). Again, A lange is functioning as a microcosm of 
'Constellation', exhibiting the entire range of textures in a concentrated format. It might be 
added at this stage that a study of the sketches is an antidote to any pianist who becomes 
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frustrated at the unprecedented detail of Boulez's pedal marks. The distinguished American 
pianist, Paul Jacobs, is quoted as making the following observations on the Third Sonata: 
"Boulez does not allow himself either to love or relax with a sound. What he does concern 
himself with is the exploitation of harmonics, with scrupulous instructions for pedalling: 
one-half pedal for sixteenth notes, a full pedal for eighth notes. It's subtlety carried to 
absurdity" (13). Whilst experience of performing the work teaches one that Boulez's pedal 
marks do at times need modification in response to differing acoustics, this sweeping 
statement is surely missing the point of the extraordinary textural range, its meticulous 
organisation, and the challenge of realising it in performance. 
A comparison of the pitches of the final version with the sketches shows that whilst 
those of group cc are simply presented in their original form, some of those in group c 
are modified by the addition of related notes to form chordal textures - again a parallel to 
the procedures in the Formant as a whole, where Points are used lineally and Blocs 
thickened by means of chord multiplication. The process in Melange is a comparatively 
simple example of this technique, with the final three-note chord of group 4 in the sketch 
being multiplied by the succeeding minor third dyad which opens group S. Conversely, the 
two notes of this chord are each multiplied by the intervals of the preceding three-note 
chord. The technique accounts for the addition of a C-natural to the opening pitch, D- 
natural: the two single notes of group c are being 'multiplied' into a dyad, thus defining 
the individual pitch content of the group from the very beginning. Such 'crossover' 
techniques are a fundamental feature of the pitch techniques applied to Blocs, and used in 
an ever more resourceful way to exploit the unique characteristics of each segmented row. 
Even within this tiny section, Boulez offers two choices of ordering to the performer. The 
first would present the two groups in sequence with Blocs followed by Points, the second, 
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and, judging from the sketches, the original layout, folds the groups within one another so 
that they function as miniature tropes: again a microcosm of 'Constellation', and a 
fundamental compositional principle of the Third Sonata. 
If this detailed examination of Ml lange has been somewhat mechanistic at times, the 
purpose has been to examine the parameters which, by cxtcnsion, govern the structure of 
the Formant as a whole, and to raise at least one question implicit in the previous 
paragraph: given the rigour of the compositional process, how real are the choices which 
Boulez offers to the performer, and did he have in mind an ideal, indeed a fixed order of 
performance for 'Constellation'? Paul Jacobs had no doubts: "The piece works only in one 
particular order, that is the one published and played. No omission or repetition is 
possible"(14). Whilst nobody could question the second sentence, since these parameters 
are indeed fixed by Boulez, the opening part of the statement is at odds with the apparent 
flexibility offered to the performer. Is then the issue of choice a reality or illusion? The 
question was one which stimulated my own investigation of the manuscript sources, and 
whilst it would be foolish to expect definitive answers, it remained a constant reference 
point in my gradual understanding of the compositional procedures which shaped 
'Constellation'. 
POINTS 
The remainder of the large sheet which contains the sketches for Melange on its left 
side is filled with sketches for Points. The brief Points I was evidently the next section to 
be composed, its sketches occupying the top right hand section of the sheet. Sketches for 
Points 2 follow underneath those for Points I, and are continued on the next sheet which 
also contains sketches for Points 3. Thus composition of the entire Points sections 
evidently preceded detailed work on the two sections of Blocs, and as indicated in the 
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overall formal plan (Ex. 5.6), these three sections utilise all twenty-four forms of the 
inversion of the row, with the six groups of rows used in both forward and retrograde form. 
Comparison of the three Points sections shows a consistency of sketching procedure with 
regard to the treatment of every row. In each case, the row structure is segmented into its 
six cells and spread over three staves, each cell being assigned one of the six modes of 
attack, and every pitch accompanied by its identifying rhythm derived from the serial tables 
of Ex. 5.2. The grouping of cells into larger units of from one to three groups is described 
numerically at the top of each row, and these larger groupings open up the possibility of 
combination and permutation of cells within an individual row. This larger segmentation 
is shown below for all six groups of rows: 
(r1) 2/123/31 12/3/312 
(B) 131/22/3 
(t) 21/233/1 331/21/2 
(K) 3/23/112 231/12/3 12/3/231 
(X) 32/311/2 232/3311 11/2/323 
(µ) 13/122/3 
Its principal feature is the diagonal which dissects the left hand column, and it is a simple 
matter to extrapolate the numerical groupings, 
132 213 
321 
231 312 
123 321 213 
231 321 213 
231 
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which reflect the symmetries found within the smaller cellular divisions. As there, the 
process is not an entirely mathematical one: exact arithmetic would call for a 321 division 
of group (p), but since this would result in an identical grouping to that of group (0), 
Boulez diverts the diagonal in the interests of greater compositional choice. 
Underneath the rows, with their definition of rhythms, cellular divisons, modes of 
attack, and larger structural groupings, the detailed sketching occurs. Given that so many 
of the musical parameters are now in place, it is fairly easy to follow the process step by 
step. In the case of Points I the relatively simple material consisting of the two rows, M 
and N, comprising group ii reached its final form quickly, the single sketch being virtually 
identical to the published score. The annotated score, 13x. 5.10, placed alongside the 
sketches, (refer to Ex. 5.7) shows the three stages of the compositional process. Modes of 
attack are drawn from Ex. 5.3, and follow the serial order extablished there. The 
juxtaposition and combination of the two rows allows for a considerable degree of freedom 
and pitch overlap with the simple origins of the pitch structure concealed; thus the notes 
C-sharp and F-natural are treated, as convergent and appear only once. The middle line is 
t 
particularly free in its handling of the order of pitches, the larger grouping of three cells of 
row M being freely permutated in its sequence of pitches. A consequence of this is that 
whilst each pitch retains its rhythmic value, there is not necessarily any continuity of 
rhythm within cells; intervening notes, or even whole cells, can function as tropes, 
interrupting the rhythmic connections within a cell. Although less varied in musical 
character, Points I is in some respects a counterpart to Melange at the opposite pole of the 
movement, the two sections being of similar length and virtually identical in their ränge of 
dynamics and registers, although the latter are more varied in Points I: thus the first three- 
note cell of row M extends over a register of only two octaves, whilst the other one 
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expands over a four octave range. 
As shown in the general plan (Ex. 5.6), Points 2 utilises all six groups of inversions, 
arranged in two larger groupings, Otx and Xtlµ . 
Each large group contains within it a 
group of three rows (K or X), one of two rows (rl or t ), and a single row (0 or p ). Two 
groups, ? and r are to be used in their retrograde form, the remainder in their forward 
version. (It is curious to note in passing the slight asymmetry resulting from the use of 
both single rows in their forward form). The sketches, spread over two sheets, effectively 
divide into two groups, with a first group of six rows consisting of 0t and K sketched on 
the same sheet as the drafts for A lange and Points I, and detailed musical sketches 
appearing underneath (Ex. 5.11. i). A second sheet lists the remaining group of six rows, 
comprising A. µ and ri, followed by the relevant sketches (Ex. 5.11. ii, continued in Ex. 5.12. i). 
During this second stage of sketching, dynamics and registers are established, and 
although the pencil is faded, the sketches can be identified as logical in their ordering. The 
only evidence of compositional difficulty appears in the sketching for what became the 
opening group of Points 2, with its complex simultaneous unfolding of three rows, two of 
them in retrograde form. Here the initial sketches are fragmentary and are followed by two 
further drafts. Referring now to the numbering in my copy of the published score 
(Ex.! 1. iii), it is fairly certain, judging from the ordering of the sketches, that the order of 
composition of the eight groups comprising Points 2 was; 3,4,5,7 and 6 on the first sheet, 
followed by 1,2 and 8 on the second sheet. Symmetries in the composition of these two 
larger groupingss can be observed, with the extended groups 7 and I involving three rows 
in combination, the shorter groups 6 and 2 consisting of a combination of two rows, and 
the fragmentary 3,4,5 and group 8 involving a single row only. My numerical annotations 
of the original rows, identification of the sketches, and annotated copy of the published 
164 
score show the three stages in the compositional process (Cx. S. 11). They reveal both the 
pitch structure and the precision with which details of rhythm and attack are calculated, 
although Boulez allows himself some flexibility. Thus tents can be interpreted not only as 
simply a sustained pitch, but one which is absent apart from its beginning and ending, 
marked by grace-notes. An example of this occurs at the very opening of group 1, where 
the held C-natural is marked by only by the presence of two grace-notes, which, by their 
placing, define its rhythmic length of nine semiquavers. As in Points 1, an individual note 
may be a point of convergence of more than one pitch, although the only instances of this 
in Points 2 are confined to the opening section. The most striking example occurs where 
the middle C-sharp (") marks a pitch convergence of all three of the rows used. It is so 
disposed as to become the focal point of the group in all its musical parameters. 
Rhythmically it is the most sustained note and it is placed at the exact halfway point of the 
section, its register is at the exact centre of the compass used in the section, its dynamic 
f is at the extreme of those available in Points, and it is harmonically reinforced by the 
addition of the simultaneously sounding perfect fifth. The three stages of sketches 
(Ex. 11. ii) show how it was conceived as a pivotal note from the beginning but only 
gradually found its final register (the stages are marked by [x]). A small anomaly in the 
printed score is the absence of the final pitch, D-sharp of row N. This is clearly present 
[y] in the first two sketches (Ex. 1 l. ii). In the final sketch, Boulez began on lines 22-23 of 
the sheet but continued the final few notes on staves 19-20 above, missing the dotted minim 
D-sharp which occurs at the join - even Boulez is human! 
The disposition of the sketches, therefore, shows quite clearly that the idea of 
groups of various lengths was part of the conception from the beginning, although the 
identification of the various routes through each section was among the last elements to be 
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notated at the pen score stage. In considering the possibilities of performer choice, what 
arc the range of options which Boulez makes available? Examination of the available 
routes through Points 2 shows that the possibilities are comparatively restricted, mainly as 
a consequence of the fact that groups 3-7 are available in only two possible orders. The 
other option concerns the relative position of groups 2 and 8, which are interchangeable. 
Hence the only possible orderings arc: 
12 {34567} 8 or 18 {34567} 2 
{35746}818 {35746} 2 
It is interesting to note that the bracketed groups 3-7 are found together in the first sheet 
of sketches, and that therefore the decision to group them together seems to have been part 
of the original conception. The option is whether to play the three fragmentary groups 3,4, 
and 5, derived from row 0 consecutively, or to 'trope' them by inserting another group. 
Significantly, the single three-part chord of group 5 is the only occasion in Points 2 that 
this texture appears. Its placing in the sketches, just above those for group 6 enables us to 
appreciate how this group's pitches revolve around the same three notes, framed at either 
end by the recurring D-natural - C-sharp interval. Hence the placing of the solitary chord 
of group 5 becomes a pivot for Points 2, summarising its dominant intervals, which 
constantly recur in almost motivic fashion, and placed at the centre of a section which itself 
bisects the two Blocs sections with their massive chordal textures. An understanding of the 
function and interaction of the various musical parameters in Points 2, helps one to base 
one's choices as a performer on a level which is more conscious than purely intuitive As 
elsewhere, the intention is not to attempt to find definitive answers to questions of 
interpretation, but more modestly, to contribute to an awareness of the compositional 
process. 
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Examination of the sketches for Points 3 (Ex. 5.12), shows that the basic 
compositional procedures remain the same as for the other Points sections. The material 
is as described in the preliminary sketch (Ex. S. 6), with one group less available than in 
Points 2, the two rows of group il already having been employed in Points 1. As in Points 
2, the sketches are spread over two sheets with groups 0 ,t, and u and their related 
sketches appearing under the final sketches for Points 2, and the two remaining groups 
being on a separate sheet which also contains preliminary sketches for the Blocs. Rhythms 
are identical to those used in Points 2, but Boulez, although retaining the larger groupings 
of cells established earlier, is more flexible and indeed less consistent in his disposal of the 
cells, sometimes retaining the vertical arrangement used in Points 2 (as in group t), at other 
times favouring a horizontal ordering (as in group K). As always, theoretical considerations 
are overidden by the desire to obtain the maximum flexibility. This greater freedom of 
approach extends to the ordering of notes within the groups, to the pitch content, and indeed 
to the overall design of the section. The ten groups which form Points 3 are less 
symmetrical in their proportions than the eight of Points 2. Only one group, 10, uses a 
combination of three complete rows, and there is a preponderance of shorter groups using 
sections of two incomplete rows. Perhaps this asymmetry reflects an imbalance in the pitch 
content of Points 3, with only five of the six groups of rows being available. 
Compared to Points 2, where with the exception of the three short groups using row 
0, all twelve notes of a given row will be employed within the group, in Points 3 the 
procedure is a more fragmented one with sections of a row being used and then broken off. 
An extreme example of this technique is the dispersal of row T over three sections, 1,5, and 
7, of contrasting musical character. Examining the row structure of the groups in more 
detail, it is clear that as in Points 2, they fall into two larger groupings, with the row tables 
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and sketches on the second sheet forming groups 6,8,9, and 10, and the remainder on the 
first sheet. My numerical annotations of the rows and identification of the sketches in 
relation to the printed score (Ex. 5.12) clarify some aspects of the compositional process. 
The ordering of the sketches is of some interest, with the four-part chord which opens 
group 2 being in isolation at the top of the sketches, followed by more fragmentary sketches 
for this group (Ex. 5.12. i). This is the only time such a thick texture occurs in the three 
sections of Points, and the chord contains within it the three pitches of the pivotal chord, 
group 5, from Points 2. Immediately underneath this sketch is the opening of group 4, the 
registers of its first two notes already established, and recalling another characteristic shape 
of Points 2, the beginning and end of group 6. These may be unconscious reminiscences, 
but what is interesting from the disposition of the sketches is the fact that sketches for 
groups 2,3, and 4 appear together, with no indication at this stage that they were to form 
three separate groups. Could it be that the original conception was for a single large group 
using all three rows, 0, P, and Q, in their entirety, balancing the other large group, 10, and 
following the more symmetrical arrangement of Points 2? 
The second sheet (Ex. S. 12. ii) is almost exclusively devoted to sketches for group 10, 
with its three entwined rows, and shows Boulez beginning with the pitch C-sharp (*) in the 
bass. In the second sketch it has moved up an octave and into a more central position 
wthin the group, and in the final version it is placed at the exact centre and is heard three 
times, ever more insistently dominating the musical texture: the structural parallel with 
group I of Points 2 needs no further comment. The other constant feature of these sketches 
for group 10 is the three-note semiquaver figure (y), formed from the notes of row'W, and 
troped into the texture just before the central C-sharp. Its pitches, consisting of adjacent 
semitones, again recall the pivotal chord of Points 2. Mention has already been made of 
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the quasi-motivic function of this cell, and the greater flexibility of pitch treatment in 
Points 3 ensures that such motivic connections become increasingly apparent. Of sonic 
interest in this regard are the omissions from the sketches. There is, as far as i have been 
able to ascertain, no sketch for the tiny group 5, and the opening of group 7 is missing. 
In each case, the missing notes consist of the same three-note cell of adjacent semitones, 
formed respectively from three note segments of rows T and S: it is almost as though 
sketching were unnecessary and that Boulez was simply slotting them into prominent 
positions which enhance the motivic connections already established. The dominant role 
of this cell reflects the statistic that nearly a third (seven) of the twenty-four three note 
segments contained in rows M-X consist of semitonal clusters. Such considerations 
dominate the disposition of the single row X, and its division into three groups (6, S. and 
9) parallels the treatment of the single row, 0, in Points 2. Each of its three groups are so 
ordered as to contain a three-note semitonal cluster, and all end with an upward leap of 
major seventh/minor 2nd, thus reinforcing the other principal motivic shape used in the 
three sections of Points. 
The issue of performer choice in Points 3 appears to be a less straightforward one 
than in Points 2, with many more options being available. Closer examination, however, 
reveals that in practice the choices are more restricted than at first appears. Thus whilst 
there are two possible starting groups, I and 2, with a number of possible continuations, the 
choices are narrowed by the requirement to play all groups. Unless groups 1 and 2 are 
played consecutively at the beginning, there are a limited number of routes back to them. 
Only the ends of groups 3 and 4 lead back to group 1, and only groups 3 and 7 lead back 
to group 2. Group 3 therefore acts as a filter, enabling only the following combinations: 
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123 etc 
12 10 3 etc 
1572346 ctc 
2431 etc 
2 10 431 etc 
23415 etc 
2 10 341 etc 
From this it can be seen that the longest group, 10, can be troped into the opening sequence 
after group 2, rather in the same way that groups 2 and 8 are interchangeable in Points 2, 
but that otherwise the options are quite restricted. As in Points 2, there are two larger 
groupings, with groups 1-5 and 7 played first, with the option of inserting group 10 after 
group 2. This is certainly a tempting proposition: the common F-sharp which joins the two 
groups assists the impression of continuity, although as we have seen, the likelihood is that 
groups 2-4 with their interlocking pitch material were conceived together. Elsewhere, my 
own preference is for an ordering which emphasises the motivic connections: hence the 
interpolation of group 6 between groups 5 and 7, allowing the threefold repetition of the 
semitonal cell at different transpositions. Needless to say, these are only my personal 
inclinations in the light of a study of the musical structure: each performer must decide his 
own order of performance based on a thorough study of the available material. 
9 
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Judging from the evidence of the sketches, Boulez evidently left the composition of 
the Blocs until the end. Although the compositional process is fundamentally the same as 
that for the Points, the segmented row structure is used as the basis for a series of chordal 
elaborations, ranging from simple dyads at the beginning through to gigantic complexes of 
up to eleven parts in Blocs I. The chordal basis of Blocs II is slightly less dense, and it is 
likely that this stage of the compositional process preceded that for Blocs 1: the disposition 
of the sketches supports this chronology since the pitch structure of Blocs 11 is sketched on 
the sheet which also includes the final sketches for Points 3. As shown in the general plan 
(Ex. 5.6), the Blocs are to be derived from the six groups formed from the prime form of 
the row, twelve in all, including the retrograde forms, with each section including a 
distribution of forward and retrograde versions of the groups. As in the Points, the first 
step was to characterise each note of the row with an identifying rhythm drawn from the 
serially derived tables of Ex. 5.2. For the Blocs, Boulez employs the 'inverted' form of the 
rhythm, with E-natural becoming the longest value, a dotted minim, and F-natural the 
shortest, a semiquaver. The next stage, as with the Points, was to dispose the six segments 
of each row into larger groupings of three, two and one. These are shown below and will 
form the basis for the permutation of groups in Blocs II. 
(a) 1/33/212 
(0) 322/13/1 22/131/3 131/32/2 
(y) 322/1/31 21/313/2 1/322/13 
(S) 211/3/23 1/32/321 
(E) 13/321/2 
(ý) 21/1/323 321/13/2 
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As with the grouping of the Points, the aim is to provide the maximum number of options, 
although it is noticeable that in the preliminary plans for Blocs he avoids the extreme 
combinations of /323/ and /11/. 
The next stage in the compositional process was to convert the single pitches of each 
of the twelve rows into chords of venous densities. The ordering of this procedure is of 
some interest, with groups cc 4 and c notated first, and their chordal elaborations to the 
right. Underneath, in tabular arrangement, are the remaining groups, Sy and 6, with the 
chordal derivations continuing vertically to the bottom of the page. This scqucnce is 
reproduced in Ex. 5.13, and reflects the increasing density of the chords, with a and ý in 
the range of one to three notes, c (in its original form) and S, from one to six notes, and 
the two groups of three rows, y and ß containing the most complex aggregations of up to 
seven notes. Reference has already been made in this chapter to the technique of chord 
multiplication, and Boulez's tendency in his writings to convey the impression that it is a 
logical, unifying process, which would provide the key to his compositional procedures if 
only we were able to understand his musical examples. In fact, it would be more accurate 
to speak of chord multiplication as a flexible principle which serves his creative needs, and 
he uses it in a variety of ways to derive the pitch material for Blocs II. Because of a 
tendency in some critical commentaries to treat as self-evident this aspect of Boulez's 
approach to serial technique, it was decided to make a detailed study of the operation of the 
principle in Blocs II, in the hope that it will provide some supplementary examples to assist 
an understanding of an important element of this musical style - after all, the link between 
Boulez's technique and. the actual sound of his music is a direct one. 9 
The sheets of annotated musical examples (Ex. 5.14) attempt to clarify the procedures 
used in Blocs II. In each case, Boulez's two sketches are separated by annotations which 
172 
provide a link between the segmented rows at the bottom of the page and the chordal 
elaborations at the top. The first group of examples sketched, for rows A, L, K, and J, 
illustrates the flexibility of the process in operation. A basic principle throughout Blocs is 
the use of a cross-like linking of the six cells in each row. The application is shown in its 
simplest form in row A, with the cells paired into groups, I and 6,2 and 5,3 and 4, and 
each note multiplied by the vertical combination of intervals from its corresponding cell (it 
should be noted that the two- and three-part chords thus formed always take the final note 
of the group as their root: thus the first three note cell of row A has F-sharp as its root 
rather than F-natural). This is succeeded by a group, C, consisting of two rows, L and K. 
Here the principle remains the same, but the crossover occurs between the group rather than 
within each individual row: the annotated example shows the process clearly. The 
treatment of row J is particularly revealing as it is to play a significant part in the structure 
of Blocs II. Boulez began by subjecting it to the same process as the other single row, A, 
simply multiplying the groups using the same pairings as before. However compositional 
needs evidently dictated a more complex vertical enrichment. This is achieved by means 
of making available the inversions of all the two- and three-part chords, thus providing an 
additional series of intervals. To take a specific example, the single note, C-natural of cell 
5 is multiplied by all six intervals resulting from the inversions of the three-part chord 
formed from the notes of cell 2- E-flat, A-natural, and E-natural. The available intervals 
are: augmented fourth plus perfect fifth, augmented fourth (again) plus semitone, and perfect 
fourth plus diminished fifth, resulting in the following pitches above C-natural: F-sharp 
plus C-sharp, F-sharp (again) plus G-natural, and F-natural plus B-natural. These six 
pitches together form the tenth chord in the vertical enrichment of row J, and the process 
is summarised in my annotation. 
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The method outlined above is applied thoughout Blocs. The other group, S. 
consisting of a pair of rows, I and Ii, uses exactly the same technical principles, but 
combines the crossover technique used in the other pair of rows, L and K, with the 
inversion technique described above. Thus each note is multiplied first by the 
corresponding chord in its own row (1-6,2-5,3-4) and is then multiplied by that in the paired 
row, as shown in the annotated example. The groups containing three rows, y and 6, 
extend the technique, but in slightly different ways. The multiplication used in y is the 
more straightforward. As shown in the annotated example, the notes of row G are 
multiplied by the corresponding chord within the row and then by the equivalent chord in 
each of the other two rows. Having obtained six chordal groups for row G, Boulez simply 
uses these same chords for each of the cells in rows F and E, creating a uniformity 
throughout the three rows. On the other hand, the technique of chord multiplication is 
shown at its most involved in group 6, where a series of complex chords are obtained by 
multiplying each note by the corresponding chord plus inversions in both of the other rows, 
as shown in the annotation. The operation of the technique here produces chords of up to 
seven parts, the most dense textures available in Blocs II. If I have dwelt on the mechanics 
of the process at some length, the purpose has been precisely to illustrate the point that 
practical considerations govern the application of the principle of chord multiplication. 
Hence the how by which individual chords are obtained, although of analytical interest, is 
of less importance than the why: what will be the consequences of the series of 
compositional choices made at this stage? 
Having formed the chordal groupings, Boulez proceeded to apply an identifying mode 
of attack to each. Although the single rows A and J have a different sonority for each of 
the six cells, elsewhere the method is a more uniform one than in the Points, with groups 
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of cells having the same treatment. The route from here to the completed score appears to 
have been a fairly direct one with the detailed sketches closely ressembling the final 
version, with little evidence of extensive redrafting. The pencil score identifies the chordal 
groups used for each section, so it is a fairly straightforward matter to locate the rows 
themselves, and the precise identity of the chords used throughout. These are as indicated 
in the annotated score (Ex. 5.15), which shows the derivation of the pitch content of Blocs 
II from the chordal sketches (Ex. 5.13). 
The question posed at the end of the previous paragraph, a complex one in itself, is 
inextricably linked with the issue of performer choice. Yet the task of the performer/analyst 
attempting to discuss the operation of choice in Blocs II appears an equally daunting one. 
Turning directly to the printed score, one is confronted by a labyrinth of twenty groups 
ranging from one consisting of a single note to several of considerable length and textural 
complexity, and a seemingly bewildering range of possible permutations of order. In fact, 
closer inspection reveals that the possibilities are strictly controlled, and as with the Points, 
the alternatives available to the performer are dictated by a musical structure whose main 
details are already in place. Thus it is possible to begin with either group I or group 6, but 
there is no way back to 6 once group 7 has been played. Hence the first five groups form 
a larger grouping with the choice of playing group 6 at the beginning or end. After group 
7 there is a choice of group 8 or 13, but since there is no way back to 13 after group 14 
has been played, the choice is effectively one of playing group 13 before or after the star- 
shaped cluster formed by groups 8 to 12. Group 17 can be interpolated at this point, but 
must be followed by group 13. Within this final section there is some flexibility of the 
placing of the single chord (15) and the single note (19). Thus the twenty groups fall into 
three larger sections: 1-6,7-13, and 14-20. What, if any, relationship do these observations 
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have to the chord sketches and to the musical structure based on them? 
The ordering of the next stage in the sketching process, which converts the chord 
sketches into the twenty groups of Blocs 11, establishes the sequence of composition, and 
shows that the interpolations of groups 15 and 19 were meticulously planned, with their 
final layout having been already been fixed at the sketching stage. as was that of the 'star' 
group. An awareness of the musical structure helps to explain a puzzle in the disposal of 
sketches. Most of them are ordered in sequence on a large twenty-four stave sheet. 
However sketches for groups 6,7,13, and 17 are missing, and are to be found on the two 
sheets of sketches for Blocs I. Preliminary sketches for group 13, and two sketches for 
group 6, are found at the bottom of the sheet containing the concluding sketches for Blocs 
I. These two groups are the only instances in either section of the pitch content being 
derived from the interlacing of three rows -a procedure fairly common in the texturally 
more simple Points sections. On the lower right-hand side, upside down, of the other sheet 
of sketches for Blocs 1, a second sketch for group 13 is followed by sketches for the 
missing groups, 7 and 17. The opening E-flat of group 17 is missing, but close inspection 
of the previous page shows that it is present at the bottom right hand corner, already 
characterised by its innovative pedal markings. Presumably, Boulez simply continued the 
sketch onto the adjoining sheet, and the seemingly fragmentary sketches are in fact 
continuous. The assumption must be that these four most mobile groups in Blocs II, 
containing related pitch material, were sketched independently of the remainder of the 
section, and the likelihood is that, despite the sequence of the chord sketches, the detailed 
sketching for Blocs 11 would have succeeded that for Blocs I. Hence the order of 
composition is likely to have been: chords for Blocs 11 followed by chords for Blocs I: 
detailed sketching for Blocs I followed by detailed sketching for Blocs 11. The sketches for 
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Blocs II are identified in my copy of the originals (Ex. 5.16), which are on the whole 
remarkably close to the final version of Blocs 11. 
A comparison of the groupings which dictate performer choice, with the pitch 
content of the chord sketches, and with the annotated score, shows both the logic of the 
arrangement, and the unity of the musical conception which it articulates. Thus the opening 
section of Blocs II, groups 1-5, derives its pitch material from the chords of rows I, G, and 
D, which form a horizontal sequence of chord sketches: The two extended groups, 2 and 
4, which utilise respectively rows G and D, contrast with one another in register but are 
complementary in musical shape. Each has a loosely palindromic structure resulting partly 
from the repetition of pitch sequences to mark the beginning and end of groups. The 
exactness with which the cessation of sounds is calculated is reminiscent of the editing of 
taped sound, and indeed a remarkable feature of Blocs is the co-existence of absolutely 
precise rhythmic durations with freely resonating harmonics evoking the sound world of the 
electronic studio. There is the choice of troping part of row I between these two larger 
groups. The two groups 1 and 4, formed from row 1, are smaller counterparts to groups 2 
and 3, and the section ends with a 'signature' - group 5- consisting of a single three-note 
semitonal cluster formed from row I, and recalling the most characteristic motive of the 
Points sections. The alternate rather than simultaneous use of the chord sequences of this 
opening section is a curious, if incidental, parallel to their visual appearance in the chord 
sketches. 
This opening section is framed by group 6, which can either precede or follow it. 
Groups 6 and 13, the two most mobile groups, are formed from the vertical combination 
of rows A, L, and J which appear under one another at the head of the sheet (The visual 
appearance, and indeed the musical structure of Blocs II, comes to ressemble that öf a vast 
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cross: in so doing, it parallels both the microstructure of chord multiplication, and, on a 
larger scale, the formal plan of 'Constellation' with its reversible format). The derivation 
of the chordal structure of these rows was analysed in detail in the discussion of chord 
multiplication, and an examination of the results of the process is revealing. Although the 
revised enrichment of row J produced chords of up to seven notes, a remarkable feature of 
the three rows is the number of single notes which remain after the process of chord 
multiplication. Particularly prominent are the pitches C-sharp and E-flat, which appear 
twice. In the remaining nine rows there are only two single notes remaining: C-sharp in 
row B, and E-flat in row K. These coincidences explain the logic of the placing of the 
resonating E-flat at the beginning of group 17, and the climactic C-sharp of group 19. The 
effect of this is to evoke resonances with the Points sections, where C-sharp is used in a 
pivotal role at the centre of the most extended groups. Here it has a double function, 
involving the completion of rows B and J. In so doing, it emphasises the crucial structural 
role of J in Blocs II. Its appearance here together with its use in the two most mobile 
groups, 6 and 13, imprints its characteristics over the entire span of the section, and 
emphasises the fundamental unity of the framework within which performer choice is able 
to function. 
Row K is left to one side in this new grouping, but it is used to form groups 7 and 
17, both of which have an important function in relation to the placing of the pivot groups, 
6 and 13. The 'star' formation, groups 8 to 12, is derived from rows H, F, and C- again 
a horizontal reading of the available ordering. Groups F and C are used in combination, 
with H alone forming the nucleus of a constellation of six revolving cells - an arrangement 
which again reflects the larger structure. This positioning of the nucleus of the'star', at the 
heart of the section as a whole, is significant: its pitch content consists of three-nöte chords 
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each consisting of semitonal clusters, and therefore recalling the unifying motive of the 
Points sections. The final grouping of Blocs II uses the remaining rows, C and I3, in 
sequence, paralleling the technique used in the opening section involving rows G and D. 
As there, the groups are contrasted in register, with row B in the bass clef and row E in the 
treble. The chordal shapes of this final group recall those of the opening of Blocs Ii, the 
pitch content mirroring the circular structure. Although more massive chordal textures are 
available here, their effect is softened by their use in arpeggiatcd form at a subdued 
dynamic level. This makes for a smooth transition into the next section of Points, with the 
resonating echoes of the bass C-sharp lingering in the background. 
The final section of 'Constellation' to be drafted, at least in its early stages, was 
Blocs I, which, with its extreme contrasts of register and dynamics and massive 
aggregations of chords is the most immediately striking of the six sections. As shown in 
the formal plan (Ex. 5.6), its pitch structure complements that for Blocs II, the material 
consisting of the prime and retrograde forms of rows B to L not already used elsewhere 
(row A is not available, having been employed in Rfdlange). Effectively, the five groups 
of Blocs I complete the pitch spectrum of'Constellation' by using all eleven remaining rows 
of the available forty-eight forms. The shaping of this material is governed by the same 
serial parameters which had shaped Blocs II. Thus the gathering of the six cells of each 
row into three larger groups is identical to the divisions established in Blocs III and the 
chromatic serialisation of rhythms linked to pitch is likewise adopted from Blocs II. As 
there, the next stage was to convert the individual pitches to chords using the technique of 
chord mutiplication examined above, and the results of the process are shown in Ex. 5.17. 
A detailed comparison of the two Blocs sections is revealing. How is it that similar 
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technical procedures can produce meterial which is on one level so similar, and yet be used 
to generate musical results which are in other ways so varied? The question goes to the 
heart of Boulez's musical style, and even a partial attempt to answer it can reveal layers of 
musical meaning concealed rather than revealed by the rigorous technical processes. Tliis 
is not to deny the importance of an understanding of I3oulez's serial technique: indeed it is 
worth making the observation that only by the most thorough examination of the technical 
procedures can we attempt to identify the point as which the non-rational - i. e. imaginative 
" elements begin to shape the direction of the composition. Nonetheless, in addressing the 
how of the musical structure, we must continue to be aware of the is-hy behind any technical 
procedures - however inexorable they may seem. 
We have seen that the use of chord multiplication in Blocs II, whilst technically 
consistent in its application within a given row, could be adapted according to musical 
needs to produce a considerable variety of textural density. Essentially, the processes used 
in Blocs I are identical to those found in Blocs II, and indeed an examination of the chordal 
structure of the two Blocs sections shows considerable pitch convergence. This is as one 
would expect, since the 'crossover' technique which pairs together groups I and 6,2 and 
5, and 3 with 4 in order to generate the vertical combinations, effectively cancels the 
distinction between prime and retrograde forms of the row. Boulez evidently took the 
compositional decision that Blocs I required a more enriched chordal structure than that of 
Blocs II. Chordal density ranges from the comparatively simple textures of rows 11 and I 
to the massive sonorities of row B which contains chords of the maximum possible density 
of eleven notes (to go beyond this would create clusters, a texture not totally rejected by 
Boulez, but used only rarely). Consequently the technique of chord multiplication is 
extended, and where necessary adapted, to serve creative needs. An examination of the 
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derivation of the chord structure of Blocs I shows some interesting developments of the 
principles already established - albeit applied in a less consistent way than in Blocs 11. 
A particularly revealing example of this occurs in the treatment of row J. As 
noted above, this single row had played a very important structural role in Blocs 11, and 
Boulez had modified his original chordal sketch in order to produce a more enriched 
version in the light of his compositional needs. It plays an equally prominent part in Blocs 
I, its middle group, consisting of pitches 5 to 10, forming the entire pitch material for the 
third of the twelve sections. This particular section is one of the most texturally memorable 
in 'Constellation', consisting of soft, sustained chords in the extreme treble of the 
instrument. The technique used to derive the three sets of chords is a particularly complex 
one, with the notes of some of the cells being multiplied by two adjacent chords. Thus the 
single pitch, C-natural, of cell 2 is muliplied by the chords of both cells 4 and 5, but 
without using the available inversions. The two notes of cell 3 are each multiplied by the 
chords of cells 4 and 5, but now adding the inversions to produce complex ten-note chords, 
whilst the three notes of cell 4 revert to a lighter five-part texture as a result of 
multiplication by a combination of cells 2 and 3. Ex. 5.18 attempts to show the process 
diagrammatically. What is interesting from this description is the flexibility and indeed 
inconsistency of the technical processes. They must have been musically dictated, and our 
rather laborious examination does begin to shed some light on a puzzle. Alone among the 
entire series of sketches for the Blocs sections, there is no trace of detailed sketches for this 
section among the two pages of sketches for Blocs I (Ex. 5.19). However, between sketches 
for groups 4 and 6 are a few verbal jottings, "aver resonance - registres - ton 8ve"; which 
may well refer to group 3. Could it be that Boulez worked directly from the chord sketch 
(Ex. 5.17) for this section, modifying it as compositional needs dictated, or perhaps used the 
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chord sketch in conjunction with an intermediate sketch, presumably lost? This is pure 
speculation, but the point of our examination is to emphasise the fact that Boulez is no 
different from other great composers in his adaptation of technical procedures to serve 
creative needs. 
Given the greater freedom of the means used to derive the chordal groups of Blocs 
I, it is an interesting if at times speculative exercise to analyse the process by which such 
agglomerations as the eleven-part chords of row B are obtained (here the technique involves 
a further extension of the procedure used in row J, multiplying each note of cell 3 with the 
inversions of cells 4 and 5 in all three rows B, C, and D). Perhaps even more interesting 
however is what Boulez has chosen not to do. The most extreme instances of the 
avoidance of complexity are those cells where the texture is left as single notes, and a 
surprising feature of Blocs I is that it contains nine such groups. Since it would have been 
easy for Boulez to eliminate them altogether, their presence must serve a creative purpose, 
and a comparison of these groups with the nine monodic groups of Blocs II is revealing 
(Ex. 5.20). There are only three instances of overlap: the single note A-natural of row L, 
and the two cells of row J. These cells are dominated by the two pitches C-sharp and E. 
flat, which play such an important role in the concluding sections of Blocs II, and an 
aggregate of the monodic cells in both Blocs sections shows that they are dominated by the 
pitch C-sharp which occurs seven times, with the five appearances of E-flat equalling that 
of any other pitch. The primacy of these pitches is emphasised by the fact that they are 
among the most extended in duration, consisting of eleven semiquavers and nine 
semiquavers respectively. Yet again, Boulez is creating hierarchies within serialism `which 
can be exploited to his expressive ends. 
One other serial parameter established at the chord sketching stage remains to be 
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considered before an examination of the music itself: the disposition of modes of attack. 
Reference was made briefly during the discussion of Blocs 11 to the simplification of 
procedure as compared to the Points sections, with groups of cells being given a mode of 
attack rather than each of the six cells having its own distinguishing sonority. However a 
comparison of the two Blocs sections shows that although the procedure may be less 
involved than the series of circular permutations applied in the Points sections, nonetheless, 
the distribution of attacks is meticulously calculated. A breakdown of the distribution is 
as follows (row A of Blocs II is omitted since its pattern of modes of attack corresponds 
to that of the Points, and in any case it is not used in Blocs i): 
Blocs I Blocs 11 
T47 
S83 
H47 
Tp 56 
Sp 83 
Hp 47 
It can be seen that each type of attack occurs eleven times, and that the heavier textures of 
Blocs I will be to some extent offset by its greater share of the two detached forms of 
attack. Conversely, the lighter textures of Blocs II are to be given more opportunity to 
exploit the subtle piaRistic colours offered by the use of harmonics. 
The route from chord sketches (Ex. 5.17) through detailed pencil sketches 
(Ex. 5.19) to the imal draft is-aasuaightforward in Blocs I as in Blocs II, and ny annotated 
copy of the published score (Ex. 5.21) identifies each chordal group in relation to the 
sketches. Although the musical textures are more complex than those of Blocs II, the 
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sectional layout of Blocs I is more continuous, with twelve sections as compared to the 
twenty, more fragmented sections of Blocs 11. As we have seen, the likelihood, judging 
from the disposition of the sketches, is that Blocs I was sketched in detail before Blocs II. 
This follows the pattern of the Points sections, with Points 2 having fewer but more 
extended sections, and the later Points 3 being more fragmented with a greater range of 
performer choice available. 
For greater ease of comparison, the pitch content of the two Blocs sections is 
summarised in tabular form (Ex. 5.22). It can be seen that, for the three most extended 
sections of Blocs I, Boulez simply couples rows from the large groups, B and y, using 
the rows in their entirety. Thus section 7 comprises rows G and D. and the enormous 
sections 8 and 12 couple rows F and C, and E and B, respectively. At first sight, this 
procedure looks different from that of Blocs Il. but closer inspection shows identical 
couplings, albeit used in a more fragmented way. Thus, in Blocs II, rows G and D are used 
independently of one another, but in the complementary sections 2 and 4; rows F and C are 
coupled to form groups 9 and 12; and in the final section beginning with group 14, rows 
E and B are used in alternation. A comparison of the distribution of the remaining rows 
is revealing. Thus the two 'thematic' motives of row J appear prominently at the beginning 
of Blocs I, the two-note, C-sharp - 13-natural, being troped into the middle of group 1, and 
the three-note, A-natural - E-flat - E-natural being placed in particular prominence at the 
beginning of group 2. A comparison with the placing of these motives in Blocs II shows 
remarkable similarities, and if this motivic convergence seems coincidental, or even a flight 
of analytical fantasy, it can again be pointed out that the ordering of sketches for Blocs II 
suggests that it was precisely these groups involving row J that Boulez worked on first, 
after having completed Blocs I: the motivic reminiscences, with their reversal of dynamics, 
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are wholly calculated. 
Apart from row J. the only other rows in Blocs i to be presented in other than complete 
form are rows 11 and I, each of which are broken into their three chordal groups, and 
alternated to form sections 4 to 6 and 8 to 10. This accounts for the restrained textures 
resulting from the chord sketching stage, with four cells remaining monodic and a 
preponderance of chords of low density (chord multiplication in row i consists of 1x6x 
116, etc., whilst in row H, the process is simpler: Ix 16 etc. ). These produce six sharply 
characterised brief sections, and Boulez makes direct reference to then in Blocs 11. It can 
be seen that the single chord of group 4 in Blocs I is quoted as the single chord group 5 
of Blocs 11, whilst the other single chord group, 9. of Blocs 1, is a compacted version of the 
nucleus of the 'star' arrangement, centre of group 8, Blocs II. Such incisions in the texture 
are, of course, no accident: in each case, they mark the appearance of the characteristic 
cluster of three semitones which unifies Points and Blocs. The gentle opening of Blocs 1I, 
group 1, has as its counterpart group 10 of Blocs 1, where the use of harmonics creates a 
ghostly shadow of the sustained textures of Blocs Ii. A characteristic of the textural 
treatment of rows H and I in Blocs I is the manner in which even complex chords are 
broken into arpeggiated figures. Examples of this occur in both groups 6 and 11, where the 
contrast with the corresponding groups 3 and 11 of Blocs I, is extreme in terms of texture, 
register and dynamics: fundamentally identical material in terms of pitch and rhythm ist 
transformed by reversal of the other musical parameters. Throughout, the two Blocs 
sections act as enormous mirrors, refracting the sound: their interchangeability in the two 
versions of 'Constellation' is not an imposed formal device, but a reflection of their 
fundamental structural function as opposite poles of a revolving sphere. 
In the light of this examination, it remains to consider the issue of performer choice 
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in Blocs I. As already indicated, the options are even more restricted than in Blocs 11 
because of the greater length and continuity of individual sections. Indeed, the main areas 
of choice involve comparatively minor adjustments in the ordering of the six brief groups 
derived from rows 11 and I. Group I is the only available opening, and must be followed 
by group 2. The remainder of Blocs I is divided into two by the opening of group 8 which 
acts as a filter, being accessible from groups 3,6 and 7 only. Groups 3 and 4 are mobile 
in relation to one another and to groups 5-7. Given these constraints. the possible 
orderings are: 
1234567 
1243567 
1245673 
1247563 
1234756 
1243756 
This appears to allow a fair degree of performer choice, but in practise revolves round the 
interchangeability of groups 3 and 7: the other mobile groups, 4,5, and 6 are miniature, as 
we have seen. Similar constraints govern the choice of order in the second half. The three 
miniature groups 9,10 and 11 can be varied in order, but the basic choice is the ordering 
of the two extended groups, 8 and 12, either of which can be used to end the section. As 
we have seen in our study of the work's performance history, pianists have almost 
invariably chosen to conclude Blocs I with group 12, which makes for a suitably dramatic 
ending to the most texturally complex and pianistically demanding section of'Constdllation'. 
The intention of this analysis has been an attempt to enhance appreciation and 
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understanding of the music by a study of the compositional process as revealed in the 
sketches. It was never the intention to prescribe orders of performance for the various 
sections of 'Constellation': to make any such attempt would be an act of presumption, and 
would amount to an implicit criticism of the structural basis of the piece. In any case, one 
must remember that the most fundamental choice of all, that between 'Constellation' and 
'Constellation-Miroir', is at present denied to the performer, at least in the printed version 
of the score. A revised version of the original edition is now available, handsomely 
produced, and meticulously edited by Robert Piencikowski. It was a pity that Universal 
Edition did not take the opportunity of rectifying an omission from t3oulez's published 
oeuvre by issuing both versions of the score. One trusts that it will not be too long before 
a full critical edition of both versions of the piece is made available, hopefully under the 
direction of the same editor. In the meantime, if one fact only emerges from the foregoing 
analysis, it is the fundamental unity of conception on all levels which gives 'Constellation' 
its musical characteristics -'Formants', in the literal sense of the word, which leave its basic 
character unchanged in both versions, and within the concept of formal mobility. If there 
is indeed a link between analyst and performer, I would suggest that it is rooted in the 
pursuit of musical connections. Their articulation on paper by the analyst is a mere adjunct 
to the more challenging task of the performer to make these connections audible in 
performance. My own preferences in performances of this movement are for those orders 
which make the connections most clear: choices which emphasise unity rather than contrast. 
However, each performer must make his own choices guided by his musical intuitions and 
knowledge of the compositional process. If this study of 'Constellation' encourages the 
curiosity of others or assists in developing an appreciation of Boulea's creative intentions, 
it will have achieved its purpose. 
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in these cases there are not only questions of morphology but also problems of structure and 
of large-scale form". 
(7) Ibid, p. 25 
"Tessitura, in particular, is a deciding factor here. Vertical relationships can be conceived 
as basic material, as an intermediary factor in the elaboration of complex objects, or as a 
control in working with complex objects. The vertical dimension cannot be treated 
identically in all three cases, since each demands special treatment, according to the laws 
of organisation, which are derived, 'of course, from a basic but organically specific law. 
Similarly, horizontal functions have few direct links with the old contrapuntal laws; the 
regulation of vertical encounters does not observe the same relationships, and the 
responsibility of one sound in relation to another is established according to conventions 
of distribution and layout. As with vertical relationships, they can be divided into three 
groups; from point to point, from a group of points to another group of points, and finally 
the relationships between groups of groups". 
(8) Ibid, p. 133 
"There is no need to describe the ensemble of constellations created by fixity and mobility; 
we shall merely draw attention to the immense crescendo leading from repose in all the 
organisations to movement in all the organisations, from the strictest order to a new reign 
of chaos". 
(9) Ibid, p. 13 
"I am convinced that however perceptive the composer, he cannot imagine the 
consequences, immediate or ultimate, of what he has written; cnd that his perception is not 
necessarily more acute than that of the analyst (as I see him)". 
(10) "Disposed Like a constellation 
Absolutely without order and without choice 
Without heaviness 
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With different densities 
Registers from complete fixity to total differentiation 
Effects of sonority [retrieve) 
'/: Ped - Harmonic without attack 
Ped. more or less long after attack 
Great differentiation of attacks" 
(11) Private conversation, January 1996 
(12) Klee, P. 'Notebooks, Volume 2: The Nature of Nature' tr. IL. Nordcn (1973) London, 
Lund Humphries, P. 245 
(13) Peyser, J. 'Boulez; Composer, Conductor, Enigma', p. 128 
(14) Ibid, p. 128 
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CHAPTER SIX 
ANTIPIIONIE 
The curious history of 'Antiphonic' is perhaps the most tantalising aspect of the Third 
Sonata. In Boulez's performances of 1957-58, it was a brief, fragmentary statement only 
slightly more extended than the other two unfinished formants, 'Strophe' and 'Sequence'. 
However, unlike these two movements which were totally withdrawn, Boulez apparently 
continued to permit occasional performances of'Antiphonie' - by Leonard Stein in the first 
American performances of the Sonata in 1962-63, and by Marcelle Mcrccnier in the 1970s. 
Even the source material is surrounded by mysterious circumstances. Whilst, as far as it has 
been possible to ascertain, the Paul Sacher Foundation holds the entire body of sketches, a 
manuscript copy of the original version of'Antiphonie is held by the Moldenhaucr Archive 
in the Library of Congress, Washington: this is the only known copy of part of the original 
material relating to the Third Sonata to be held in a public collection. It was possible to 
obtain a photocopy of this material and to confirm that it is identical with the corresponding 
manuscript in the Basel Archive: the circumstances of the acquisition of this section of the 
Third Sonata by the Moldenhauer Archive remains a mystery. 
However having withdrawn 'Antiphonie' for revision, Boulez proceeded to allow the 
publication of a short section, 'Sigle', in an anthology of contemporary piano music published 
by Universal Edition in 1968. This deepened the mystery, since 'Sigle' seemed to correspond 
closely to the structure described by Boulez in the article 'Sonate, que me veux"tu? ' of five 
sections each in two versions and capable of being played in various arrangements. Yet 
'Sigle' is a mere fragment, and in any case bore no direct relationship to the movement 
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performed by Boulez in 1957. Was it then meant to replace altogether the 1957 movement? 
Yet the commentary to 'Sigle' states specifically that it is only a section of the movement as 
a whole. Later on during the course of the 'Conversations with CClcstin Dcli6gc', iloulcz 
made another reference to the unfinished formants, stating his intention of completing shortly 
one which had been in an advanced state for some time (1). Thirty years on, the movement 
remains unfinished and unpublished. A fair copy of a later stage in the composition was 
apparently made for Universal Edition, but was withdrawn in its turn, and is now houscd in 
the Paul Sacher Foundation. It was not until the researches of Allen Edwards (2) that some 
light was finally shed on the present state of partial completion of 'Antiphonie', and the 
various stages of its composition. 
The sketches for'Antiphonie' are among the most extensive for any of the Boulez 
works in the Basel Archive, and outnumber in quantity the total number of sketches for the 
other four Formants. There were several stages to the sketching process, and it is clear that 
the composition of the available material must have been spread over a period in excess of 
six years. The first stage, prior to the performances of 1957-58, consisted of the drafting of 
the original version. It will be recalled that the design of the sonata at this stage called for 
a concise opening movement, a plan not contradicted by the terse structure of the first 
version. Internal stylistic evidence suggests that the movement, even in this primitive form, 
is likely to have postdated both the published formants: the manipulation of the series is by 
now so involved as to require a series of numerical grids to facilitate the planning of the 
various transformations which are to occur. Between these first performances and the article, 
'Sonate, que me veux-tu? ', Boulez evidently returned to 'Antiphonie', and taking the original 
five tiny sections as a basis, proceded to compose five elaborations of the original material. 
These were entitiled 'Repons 1, II and III', and 'Versets I and II', and together with the 
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original unelaborated versions form 'Antiphonic I' and 'Antiphonic 11'. From the comments 
in 'Sonate, que me vcux-tu? ', Boulcz's intention at this stage was apparently to have the two 
groups of live complementary sections printed on reversible cards with four possible forms 
of organisation; there is as yet no suggestion that the two versions of each section might be 
regarded as alternatives in performance. In the meantime, 'Sigle' was composed, with the 
intention of its having an unspecified but mobile function within the overall structure. The 
presence of sketches for this section alongside those for'Antiphonie 11' suggests that it must 
have been composed shortly afterwards. Its form, mirroring that of the two versions of 
'Antiphonie', echoes the comparison with Mallarme's planned 'Livre', cited frequently in the 
article, 'Sonate, que me veux-tu? ' of a series of developments related to the originals and 
capable of interacting with them: "supposez de pages-parenth6scs, des cahicrs mobiles, des 
constellations de formants! "(3). The next sentence of the article is however of even more 
significence bearing in mind the subsequent fate of 'Antiphonie': "Aussi bien est-ce Ic 
divertissement du compositeur que de partir en vue d'un certain horizon et d'arrivcr dans des 
pays totalement inconnus, dont il n'a guere soupconnd 1'existence au d6part"(4). Prophetic 
words. It seems to have gradually occured to Boulez that the first formant was expanding 
beyond his original conception. His explanation to Celestin Deliege, that the other formants 
needed reconsideration because of the expansion of the middle formant, 'Constellation', is not 
altogether convincing. This was from the outset conceived as the longest formant surrounded 
by four revolving formants of which'Antiphonie' was to be one of the two shortest. Rather, 
internal evidence suggests that Boulez came gradually to realise the enormous potential for 
expansion offered by the serial processes engendered in 'Antiphonie', and proceeded to revise 
his original proportions in order to accomodate them. 
A further series of structural drafts shows him attempting to give formal shape to 
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this vastly expanded concept, and it is at this point that the chronology becomes more 
uncertain. Of the many sketches for the revised shape of 'Antiphonic', the first to mention 
further material involving the unused rows B, C, and G is a short outline listing the row 
structure of the original movement, a description of the 'cnrichisscmcnt' (i. e. 'Antiphonie 11'), 
and underneath: "Pour les rdpons: B, C, G. Chacun rccoit sa dcvcloppcmcnt individucl puis les 
trois grilles sont superposees" ('For the responses: B, C, G. Each receives its individual 
development then the three grills are superimposed'). A (presumably) later sketch 
incorporates both a reference to 'Sigle' and to four further sections described first as 
'Conduits', then crossed through and the word 'Trait' inserted. On a further sheet, there is 
even some detailed planning for the appearance of the score, with 'Sigle' to be printed in 
small format, and the two groups of larger sections, 'Traits', to be printed in reversible 
format, an idea which suggests that Boulez had no inkling at this stage of the dimensions 
which the 'Traits' were to assume. He evidently took the material with him on his trip to 
America in 1963, for a further series of sketches are to be found on the back of telegrams 
received during this visit. There are by now three elements in the overall design; 'Antiphonie 
I and II', 'Sigle', and the four 'Traits', each of which involves the principle of reversible 
format. The status of'Antiphonie' itself has changed with'Antiphonie I' to consist of the first 
two of its original five sections in either simple or varied form, and'Antiphonie II' continuing 
the process by adding the remaining three sections in one of the two versions. The 'Forme 
definitive' (Ex. 6.1) reproduced in Allen Edwards's article is likely to date from 1963, judging 
from the evidence of related material. A more detailed structural description of the four 
'Traits' is found on the back of a small invitation card dated March 8th, and dynamic and 
tempo sketches for the 'Trait Initial' are drafted on the reverse of telegrams received on 
Boulez !s birthday, 26th March 1963. The final piece of chronological evidence is in the form 
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of a sketch on the back of a telegram which Boulez received in Dannstadt on 18th July 1963. 
He puzzlingly describes'Antiphonic I and II' as "gedruckt" ("printed"), and is evidently about 
to dispatch 'Sigle' followed by 'Trait Initial'. A summarising structural skctch at the bottom 
of the page lists the remaining three 'Traits' as "fehlt" ("missing"), further evidence that 'Trait 
Initial' had been completed, and that it had been composed over a four month period in the 
spring and early summer of 1963. At this point, the composition breaks off, leaving an 
unfinished movement of already considerable proportions, and with a potential length so 
enormous as to dwarf the two published formants - indeed, 'des pays totalcmcnt inconnus'. 
ANTIPHONIE I 
Towards the end of the chapter, 'Technique Musicale' in'Penser la musique aujourd'hui', 
Boulez attempts a definition of the various musical textures, with examples drawn from the 
Third Sonata and'Pli Selon Pli'. After a consideration of polyphony, and prior to an extended 
discussion of heterophony, he makes the following aside: "Nous n'avons pas mentionn6 
1'antiphonie, car eile est une distribution dc structures polyphoniques deja'formulees', et non 
pas un critere de combinaison destine ä provoquer une 'formulation'. L'antiphonie est deja 
un prototype formel" (5). The language is characterically precise and yet obscure at the same 
time, without any elaboration of the means by which polyphonic structures may be formulated 
and the precise ways in which they might be distributed. Nonetheless, this general definition 
of antiphony, when taken in conjunction with the comments in 'Sonate, que me veux"tu? ' 
provides clues as to the structure and musical character of 'Antiphonie'. It also suggests 
reasons for both the quantity of sketches and Boulez's evident need to revisit and extend the 
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seemingly innocuous fragment composed in 1957. 
Rigorous planning characterised the composition of 'Antiphonic' from the earliest 
stages, and it is evident with the benefit of hindsight that the 1957 version is an example of 
the 'formal prototype' defined by Boulez. Compared to 'Trope' and 'Constellation', there is 
a pre-compositional stage in the sketching consisting of a series of numerical grids to plot the 
pitches and rhythms. The reason for these is quickly apparent when one examines the basic 
pitch series (Ex. 6.2). Unlike the two published Formants, where the corresponding stage 
simply consists of the twelve transpositions of the basic series and its inversions, the material 
for 'Antiphonie', although based on the same row as the published Formants, is immediately 
subject to transformations. The technique of obtaining these is simple in principle, and is 
succinctly described in 'Penser la musique aujourd'hui': "si j'affecte Ics hauteurs dc dur6cs 
directement - ou inversement - proportionelles aux intervalles qui les lient, j'obtiendrai une 
autre forme d'engendrement seriel en reportant l'ordre dc grandeur dc l'intcrvalle sur l'ordre 
de succession"(6). That is to say, each note moves forward the number of steps which 
correspond to the intervals of the original series. Expressed in semitones, these are: 1,6,7,2 
etc., and it can be seen that the first note, E-natural, changes its position accordingly in each 
of the subsequent series. The process can be followed more readily on the corresponding 
numerical grid (Ex. 6.3). Unfortunately, the example supplied by Boulez in'Penser la musique 
aujourd'hui' (his Ex. 6.4), although drawn from the pitch series of'Antiphonie', obscures rather 
than clarifies the technique. An examination of the sketches provides a logical explanation: 
the example is incomplete, consisting as it does of inversion M followed by inversions 0. 
S, and T. It is necessary to insert the missing stages in order to make the example 
intelligible (The English translation compounds the problem by supplying a misplaced 
footnote at this point, referring to the previous example dealing with chord multiplication). 
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Even at this point, it is evident that the technique of intcrvallic displaccrncnt is capable of 
generating a vastly increased network of serial relationships. 
The next stage in the sketching consisted of applying a corresponding rhythmic scrics 
to each note, expressed numerically in twelve chromatic steps from scmiquavcr to dotted 
minim. The process is seen most clearly in the two number squares (Ex. 6.4). It will be noted 
that for the prime forms, A-L, which are to form the basic material of this first draft of 
'Antiphonie', Boulez has also formulated a corresponding scale of dynamics. It is worth 
noting in passing that for both rhythms and dynamics the procedure is a scalic as distinct 
from a serial process: the only influence of the pitch series is in the correspondence of the 
starting number for each line of the rhythm/dynamic scale to the notes of the original row, 
viz: E"natural = 1/12, F-natural = 2/11, B-natural - 8/5, F-sharp - 3/10, etc. From each of 
these starting points, the numbers are read-off in sequence. The conjunction of pitch and 
rhythm is shown in a further two pages of sketches (Ex. 6.5), which are simply a combination 
of Exs. 2 and 4. Already the preliminary sketches are detailed, and with a potential to 
generate material of considerable complexity. 
It seems to have been at this stage that the first modification to the plan occured. The 
technique of transformation by permutation based on intervallic relationships is an extremely 
powerful device. As Boulez goes on to note: "Les possibilites sont infiniment vastes et 
aboutissent ä des series n'ayant qu'une relation fort lointaine avec la ties primitive serie de 
douze sons" (7). The passage has an added significance, written as it was at a time when 
Boulez was wrestling with the enormous range of possibilities engendered by the technique. 
Judging from the sketches, his next step must have been to apply the process used in Ex. 6.2 
to the next row, B, in the series. The results are dramatic, with a further series of 
transformations obtained by means of intervallic permutation (Ex. 6.6). The resulting set of 
196 
twelve pitch groups are quite different in distribution to those produced in the first stage. 
Boulez evidently decided to apply a rather more straightforward rhythmic process to thcsc 
groups than that planned in Ex. 6.5, and each note is assigned a rhythmic value which rcmains 
constant throughout the permutations. The results of applying these rhythms to their 
corresponding pitches is shown in Ex. 6.7, which adds vertical identifications consisting of the 
first twelve letters of the Greek alphabet, a-p, creating a grid with a wealth of potential 
cross-references. These will have an important function in the next stage of the elaboration 
of the material, and indeed these sheets of pitches and rhythms contain in essence all the 
material for Boulez's work on 'Antiphonie'. For the present, however, it is the lateral series 
of transformations which form the material for the first version of'Antiphonie' (A curious 
inconsistency maybe noted here in passing: as already mentioned, Boulez decided to set aside 
the more complex rhythmic scheme of his first sketches as shown in the grids of Ex. 6.4. 
However he retains the parallel dynamic series generated here and proceeds to apply it to the 
pitches of Ex. 6.7. Thus a dynamic series generated at the first stage of the sketching process 
in conjunction with a rhythmic series has been taken out of its original context and applied 
to pitches generated at a later stage). 
The link between this serially organised material and the 1957 version of'Antiphonie' 
is supplied by two pages of sketches. They show that the first step was to identify each of 
the eight cells of row A with one of the remaining eleven rows in Ex. 6.7. Thus the first pitch 
cell consisting of the notes C-sharp and E-flat occurs within row I at points 0 and n, and the 
horizontal statement of the notes of I forms the pitch material for the opening of'Antiphonie'. 
The process is clearly shown at the top of the sketch (Ex. 6.8), with the starting point, 0, of 
row I marked with the designation 'partant'. In order to obtain the next note of the original 
cell, C-sharp, it is necessary for the pitches of row Ito appear in reverse order - again, clearly 
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indicated by the circular arrow at the beginning. The sketch further reveals that three of the 
single notes of row A, although each assigned to a separate row - E, L, and K respectively - 
are to be grouped into a single cell, thus reducing the total number of units to six.. Three 
rows are not to be used at all at this stage - B, C and G: they will be the material for 
subsequent developments. However this is to anticipate, and it is a valid question to ask why 
Boulez chose to eliminate them from the basic material when there was as yet no plan for the 
enormous expansion which he embarked on after 1960. An analysis of the distribution of 
pitches within the groups of Ex. 6.6 provides a plausible explanation (Ex. 6.9). Within the 
eight rows used in 'Antiphonie', the distribution is fairly even, except for F-natural, which 
appears with only half the frequency of some of the other pitches. If the missing rows are 
included, this imbalance disappears, and since F-natural is assigned the longest note value (a 
dotted minim), it would be likely to dominate the texture. Thus Boulez's omission of these 
three rows creates precisely the kind of hierarchical arrangement that he sought within 
serialism, and is another facet of a technique which produced the concept of champs in 'Trope' 
and the chord multiplication of the Blocs in 'Constellation'. Each of the rows in'Antiphonie' 
in fact forms champs, although of a different kind to those employed in 'Trope'. As Ex. 6.9 
demonstrates, no row apart from A contains all twelve notes, and within some of the rows 
the distribution of pitches is so uneven as to create 'privileged' notes with the potential for a 
hierarchical arrangement within an atonal structure analogous to the tensions generated by the 
tonal system. 
For ease of reading, the sketches have been assembled under the corresponding 
sections of 'Antiphonie', as shown in Ex. 6.10, which is simply a re-ordering of Ex. 6.8. Its 
three pages show, first, the evolution of the opening section from the pitches of rows I and 
H (Ex. 6.10. i), secondly the interweaving of rows E, L, and K to form the more flexible 
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continuation, plus allant, Ire's variable (Ex. 6.10. ii), and Finally the thrcc brief concluding 
sections (Ex. 6.10. iii). The compositional process is revealed as a logical development of the 
serial principles already established. Pitches, rhythms and dynamics arc rigorously applied, 
although there are occasional inconsistencies rhythmically as compared to the serial tables - 
similar minor inconsistencies may be noted in 'Constellation'. As is frequently the case in 
Boulez's sketches, registers are not conclusively resolved until the final drall. The only 
complex section in pitch structure compared to the first sketches is the second one, combining 
rows E, L, and K: the technique used here of interlacing the pitches and rhythms recalls the 
'Points' of 'Constellation' where an identical procedure may be observed. 
The serial parameters having been set, there remains the most important stage in any 
attempt at musical analysis - the relationship between the technical means deployed and the 
musical discourse itself. Boulez joins his two opening cells based on rows i and H into a 
single statement - Section A of the five brief sections which together form 'Antiphonie'. The 
two rows are complementary in their pitch hierarchies: thus row I contains three C-sharps and 
three E-flats, and this characterising minor seventh interval dominates the opening three bars. 
The effect of this is balanced in the answering phrase of the opening section, with the three 
A-naturals and three E-naturals of row H appearing in each of the subsequent bars. Whilst 
it would be overstating the case to suggest that such procedures create pitch centres, it is 
noticeable that in the first three bars the dominating pitches of the answering phrase are 
suppressed as far as possible, whereas in the answering phrase itself, the E-flat and C-sharp 
are prominently placed, the C-sharp in the same low bass register as in the opening bar, thus 
creating a cadential effect. Similar hierarchies can be observed in the other sections. Thus 
in the second section (B), the pitch B-natural dominates the three rows E, L, and K on which 
the section is based, occuring a total of six times. This explains its importance within this 
199 
section, where the texture is to a large extent governed by the dialogue between ß"natural and 
its adjacent semitones, C-natural (four appearances) and A-sharp (three appearances). 
Conversely, the suppressed pitch of'Anti phonie', F-natural, is only contained once within rows 
E, L, and K, and its solitary appearance in this second section is concealed as far as possible 
by being placed in the bass and sounded against the dominating if B-natural. Whilst abrupt 
dynamic contrasts and registral extremes are common to both sections, the second section 
contrasts with the first both in its fluctuations of tempo and profusion of grace notes which 
create a rhythmically disruptive effect. Such contrasts arc, of course, a constant feature of 
Boulez's music. 'Trope' is, on one level, an articulation of this principle, and within 
'Antiphonie', the plus allaut sections both contain within them elements of the tropcd 
insertion, and may be considered as a whole to function as tropes within the frame of the 
rigide sections. Section D not only reestablishes the opening tempo, but in so doing quotes 
the rhythmic and intervallic shape of the opening of Section A after its course had been 
interrupted by the freer structures of the intervening sections. In the final section, E, the more 
flexible tempo and grace note decorations reappear, but only to conceal a tightly organised 
structure which is a microcosm of that of the first two sections: it opens with a quotation of 
the end of section B before proceeding to a reminiscence of the opening of Section A. Thus 
the larger formal principles contained in 'Antiphonie' are reflected in its pitch resolutions, 
which impart a coherent design to the movement as a whole. We have seen how the first 
section establishes the dominant pitches of C-sharp and E-flat at the beginning. At the end 
of this section, the C-sharp in the bass is denied resolution by the subversive pitch of E- 
natural, which ends the section on the Boulezian equivalent of an imperfect cadence. This 
pitch is placed at the point of maximum accelerando and dynamic emphasis in the second 
section, and the resolution is again an imperfect one, onto a D-natural. It is only at the end 
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of the final section that the conflict is resolved, and C-sharp and E-natural, placed in the same 
registers as at the close of the first section, are allowed to resolve unobtrusively onto E-flat 
-a homecoming to the pitch which had opened 'Antiphonic'. 
Boulez was sufficiently satisfied with 'Antiphonic' in this embryonic state to include it 
in his performances of 1957-58. In a letter to Leonard Stein written in May 1959, he clarified 
some performance issues concerning notation and the operation of choice, and proceeded to 
outline the current situation conerning the unfinished fonnants. Already he had decided to 
withdraw both 'Strophe' and 'Sequence' for thorough revision. Concerning 'Antiphonie', he 
wrote: "Le texte de'Antiphonie' (Formant 1) a ete moditie dans sa prdscntation, ct augmcnta 
par quatre chainons-formes d'interpretation. LA non plus, la photographic nest pas encore 
faite" (8). It is thus evident that the second stage of composition, corresponding to the 
structure described in the article of 1960, was already complete the previous year. More 
precise dating is speculative, but among the sketches in the Paul Sacher Stiftung is a sheet 
of dynamic markings relating to the elaboration of 'Antiphonie'. This is written on the back 
of a tax account/payslip dated 14. iv. 58, thus fixing the composition of this second stage to 
within a year, viz: between Spring 1958 and 1959. 
ANTIPHONIE II 
The musical sketches for'Antiphonie II' consist of three sheets of manuscript of identical 
paper quality, and twenty stave format, with sketches on both sides. On the reverse of the 
third sheet are some sketches for 'Sigle', and a pencil score, suggesting that it was composed 
immediately after the work on the second stage of'Antiphonie. The first sheet of sketches 
consists of a series of vertical elaborations of each of the eight rows used in'Antiphonie, the 
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original row being clearly identified by its blue coloration at the centre of a 'champs' of 
surrounding commentary. The staves above and below the original are identical in pitch 
content but vary in rhythm. The pitches, seemingly arbitrary at first sight, arc derived from 
the simple principle of reading the original pitch chart (Ex. 6.7) vertically rather than 
horizontally, and the boundaries of each of the champs is set by rests: thus, depending on 
the vertical coincidences, some champs can include up to six groups before being cutoff by 
a rest, whereas elsewhere a pitch group may be totally lacking commcntary when the 
vertically adjacent boxes happen to consist of rests. The precise means of elaboration for 
each of the eight rows is shown by comparing each of the annotated examples (Ex. 6.11) with 
Boulez's corresponding sketch (Ex. 6.12), and it can be seen that the technique gives rise to 
a set of pitch complexes of mobile density - to use a ßoulczian phrase. If this procedure 
seems a somewhat mechanistic one, it should be noted that Boulez was prepared to modify 
it where practical considerations dictated. He evidently felt both in the case of rows F and 
D that the pitch content as it stood was insufficient. This is partly a consequence of the fact 
that the available pitches were duplicated in other rows - totally so in the case of row D, 
whose entire pitch structure is incorporated within row E (see Ex. 6.11). Accordingly he 
generated a greater range by the simple device of transposition of the original pitches - these 
additions are shown in red ink in the sketches, and form the basis for the pitch structure of 
the corresponding sections, 'Verset II' and'Repons III'. With regard to the rhythms, those in 
the upper staves of the sketches correspond to the rhythms of Ex. 6. l 1, whilst those of the 
lower two staves are derived from the rhythms of the middle line - i. e. those of the original 
pitch cells. The precise method of 'equalisation' of rhythmic values is calculated in the 
numerical charts at the margins of the sketches, each of the numbers referring to multiples 
of semiquaver values, and the boxed values being those to which all the others conform. This 
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technique is discussed in more detail below with reference to 'Sigle'. 
The next stage was to shape this wealth of material into a scrics of commentaries on 
the five original sections of the formant. The sketches show the various steps in this process, 
beginning in each case with a sketch inverting the pitches of'Antiphonie 1'. The resultant 
skeleton in each case provides a framework on which to elaborate a series of texturally more 
complex commentaries on the originals. Although the original rhythms of'Antiphonic 1' arc 
retained in each cantus firmus, this is the only musical parameter which escapes modification. 
Thus in addition to the inversion of pitches, each skeleton is transposed upwards as compared 
to the original five sections: in 'Versct I' by a major second, 'Rdpons I' by a minor sixth, 
'Repons II' by a perfect fourth, 'Verset II' by a minor third, and'RCpons III' by a major second 
- creating an overall arch-shaped symmetry within the transpositions. These intervals of 
transposition, at first sight arbitrary, are in each case derived from the intervals which open 
the corresponding sections of 'Antiphonie F. In addition to the pitch modifications, the 
relationship to the original is further disguised since the principle of inversion is extended to 
the dynamics and registers of the original. Once these compositional decisions had been 
taken, it was possible to generate a series of five commentaries of considerable textural 
complexity by using the vertically derived champs (Ex. 6.12), described in the previous 
paragraph. These five sections form 'Antiphonie II', and as with 'Antiphonie 1', the various 
stages in the sketching process are shown in the seven sheets which form Ex. 6.13. In each 
case, the champs are at the foot of the page, and the inverted cantus firmus immediately 
above. Sketches combining the two are shown next, with the completed version of each of 
the five sections comprising 'Antiphonie 11' placed at the top of the page, or continued on 
separate sheets in the case of the two opening sections. 
A detailed comparison of the 1957 version of'Antiphonie with the corresponding five 
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sections of'Antiphonie II' shows how Boulez expands the serial connections and ambiguities 
already established. Thus the opening 'Verset I' is on one level a more vertically complex 
version of the opening of'Antiphonie 1', yet it also functions in a more dynamic way, both 
developing the potential of the existing material and suggesting new directions. The 'skeleton' 
transposition and inversion of the original material at the major 2nd, as shown in the first 
sketch, leaves the pitches of two notes unchanged - E-natural and i3-flat. Thcsc notes alone 
retain their original dynamics, all the other pitches having their dynamic levels inverted. I3- 
flat had been the pivotal pitch in the first version of 'Antiphonie', since it functions as an 
overlap, at the end of the third bar, between the two rows. Hence i3oulcz's designation of its 
tritonal pole, E-natural, as the 'pivot' note for'Verset 1'. The disruptive potential of this pitch 
has already been demonstrated in the opening section of'Antiphonie 1, where it had played 
a crucial role in the cadence figure. In 'Verset I', the E-natural is not only the top note of the 
final chord, but is used to enrich the opening chord of the section. Its opposite pole, 13 flat, 
is also added to the texture in the first bar, and the two notes function as an axis throughout. 
The climax of the section is however in the middle of the fourth bar, with the JJJ'` appearance 
of the pitch C-sharp, accompanied by its 'enrichment' consisting of the notes of ß and 
followed by the notes of 6. These are the only two vertical groups present in row I which 
are not duplicated in row H. This row, conversely, contains a vertical group, y, not present 
in row I. An examination of the pitches of this group confirms that they contain the pitches 
of the climactic triplet chords of bar four. Hence this point forms a convergence of the (few) 
disparate elements resulting from the process of enrichment of the two rows 11 and I. It 
could be further added that the two most prominent notes of this climax, C-sharp and G- 
natural, form an interlocking tritone within the main axis notes. Boulez's world of harmony 
is, of course, far removed from that of Bartok, but as we have already noted when considering 
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the section 'Texte' in the second Fonnant, such use of the notes of the diminished seventh 
chord as reference points forms an important and undcrcxplorcd facet of I3oulcz's style. 
The combination of the three rows, E, L, and K as the basis for'R pons I', the claboration 
of the second section of 'Antiphonie', makes available an enormous wealth of material. As 
shown in Ex. 6.11, the process of vertical enrichment opens virtually the entire range of 
possibilities. On what basis therefore to establish pitch hierarchies? A closer examination 
of Ex. 6.1 1 shows that, remarkably, there is no overlap of material between the enrichment of 
row E and that of the other two rows. However rows L and K show an exact duplication 
in their vertical enrichments 0 and i, a convergence which will dominate the pitch 
structure of 'Repons I'. Boulez seizes the opportunity to elaborate the already decorative 
writing of the original, and in so doing produces music of a textural complexity comparable 
to any of the published sections of the Sonata: indeed the five sections of'Antiphonie 11' are 
among the most pianistically demanding of the work. The 'skeleton' transposition/inversion 
of the original section is shown in my Ex. 6.13: the coloration is reproduced from the sketch. 
As in'Verset I', two notes, F-sharp and C-natural, again at the interval ofa tritone, retain their 
original pitch and dynamics. In musical style, 'Repons I' takes as its point of departure both 
the rhythmically disruptive grace notes of the original and their tendency to coalesce into cells 
with identical pitch structures. Thus the uncompromisingly complex texture is given a sense 
of coherence by a number of repetitions which act as guideposts to the ear, as shown by the 
following examples in the annotated score (page 4 of Ex. 6.13). In the first bar, the two cells 
(v) and (w) are heard in both linear and chordal form. Analysis of the pitch content of cell 
(w) shows that it consists of interlocking tritones, A-natural - E-flat, B-flat - E-natural, and 
C-natural - F-sharp, above a bass pedal, C-sharp. The last of these tritones forms the axis 
pitches for 'Repons F, and analysis of the appearances of these notes shows that they 
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invariably accompany one another, imparting an overall stability to the jagged linear writing. 
The second bar, which begins with a chord whose extreme notes consist of the tritonal axis, 
is unified by the sustaining of its middle notes (x) throughout. [3oulcz takes the melodic leap 
at the beginning of the third bar, itself an inverted repetition of the end of the preceding bar, 
and expands it by the addition of a top F-sharp, creating an enormous compound interval of 
over three octaves (y), which is repeated in retrograde form in the next bar. This F-sharp, 
accompanied first by its tritonal pivot, C-natural, rings bell-like over the texture, and is thrice 
repeated. The midpoint and climax of the section is reached over the next two bars. The 
jagged lines are derived from the pitches of group % and its enrichment. These pitches, as 
we have seen, are duplicated in rows L and K: the centre notes are B-natural and p-natural 
respectively, and it is the tritone formed from these pitches which is the basis of the crashing 
chord (z), obliterating the preceding rising major seventh interval. This gesture is repeated 
in the next bar; the upbeat grace notes are altered in order of appearance, but the concluding 
seventh is silenced even more abruptly than before. These repetitions not only give a sense 
of symmetry to the central part of 'Repons V. but in so doing demonstrate the inexorable 
compositional logic of exploiting the congruity of pitch which exists in the enrichments of 
rows K and L. Curiously, the repetitions are separated by an angular grace-note figure at 
the end of bar four. Its pitches consist of the remaining eleven chromatic notes following the 
E-flat, which forms part of the skeleton.. This material is not found in the first sketch, which 
is otherwise quite close to the final version in its pitch content: it was evidently an 
afterthought, although the significance of the pitch sequence is obscure. A similar puzzle 
occurs at the end of the following bar, where the B-A-C-II pitch sequence (see annotation) 
is not found in the sketch. The process could be simply a reordering and transposition of the 
four grace-notes which open the bar, and an entirely unconscious use of a cipher which is a 
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recurring leitmotif in Boulcz's music. However, reexamination of'Antiphonic 1' shows that 
the notes of the cipher occur in a permutated order at almost exactly the corresponding point 
to their appearance here. In addition, there is strong evidence from the sketches for 'Sigle' 
that Boulez was utilising the cipher in a quite conscious way in that section of'Antiphonic'. 
Whether or not its appearance in 'Rdpons I' is coincidental or a part of the conscious 
compositional process, it is evident that this section is highly organised internally and rich in 
cross references: even the opening chord (v) can be analysed in terms of the cipher, its eight 
notes consisting of two minor third clusters, C-sharp-E-natural and F-sharp-A-natural. The 
skeleton itself is readily identifiable within the complex structure of'R6pons 1', but the precise 
derivation of the pitch content of the commentary is to some extent conjectural, given the 
presence of three rows which are at times used simultaneously to weave the texture. My 
annotations give a likely indication of the process in the absence of more detailed sketches 
for the intermediate stages of the composition, and assuming a basically sequential use of the 
groups. In terms of its function within the larger structure, the section opens in a more 
continuous way from the preceding 'Verset I' than does its counterpart in 'Antiphonic I'. In 
'Antiphonie II', the second section commences by repeating the closing note, E-natural, of 
'Verset I', and likewise, its cadential figure consists of the notes E-natural - B-flat - the pivotal 
tritone of the previous section. Thus are'Verset I' and'Repons I' moulded into a larger single 
unit in accordance with the revised shape of 'Antiphonie', and reflecting the appropriation of 
the titles from the verses and responses of medieval responsorial singing. 
By similar means, Boulez generates the three shorter sections, 'Repons II', 'Verset II' 
and 'Repons III' which together form the second half of 'Antiphonie II'. The commentary 
surrounding the skeleton becomes ever freer in its derivation from the original enrichments. 
Mention has already been made of Boulez's preliminary transposition of the material 
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generated from rows F and D to form the pitch content of 'Verset 11' and 'RCpons 111' 
respectively, but an examination of the opening of'Rdpons II' likewise shows him sacrificing 
the principle of rigid pitch derivation from the enrichment of row J to the more ilcxiblc one 
of transposition of cells. Thus the opening three-note figure, with its characteristic perfect 
fourth and minor third intervals (x), folds within itself a pcrmutatcd form of the same figure. 
These intervals together with the major seventh govern the texture of 'Rdpons 11' and 
strengthen its musical affinity with the corresponding section in 'Antiphonie 1'. The major 
seventh interval is the basis of a recurring pitch cluster ("), the notes of which form the B-A- 
C-I-I cipher, the presence of which has already been noted in'Rdpons 1'. A further link with 
'Antiphonie I' is the retention of the principle of fixity of register for each pitch in both 
'Repons II' and the succeeding 'Verset 11', to correspond with the registration of Sections C 
and D in the 1957/58 version. This rigidity of register balances the absence of any congruity 
of pitch between the skeletons of these sections of 'Antiphonie II' compared to 'Antiphonic 
I'. In contrast, the transposed skeleton of'Repons III' contains two pitches, C"natural and F- 
sharp, which are identical in their position to those in the corresponding Section E of the 
original version. Following the procedure in the first two sections of 'Antiphonie II', these 
notes retain their original dynamics, and act as a tritonal axis for the closing section. As in 
'Antiphonie I', this section serves as both coda and condensed recapitulation of the opening 
sections. Thus its opening recalls that of 'Rdpons I' both in rhythmic gestures and in the 
prominence of its identical pivot notes, whilst its close recalls the opening chords of 'Verset 
I'. The technique parallels the practice of reduced repetition of responses in medieval chant, 
and in so doing recalls the unifying processes used in 'Antiphonie I'. 
Boulez went so far as to arrange'Antiplhonie' as five sections on reversible strips of 
paper, with the original version on one side and the 'enriched' version on the other. The 
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metronome marks of the 1957 version ('Antiphonic I') have now been modified slightly, 
presumably in the light of the more complex textures of 'Antiphonie 11'. The sections 
corresponding to 'Versets I and II' are changed from man. - 60 to m. m. - 48, and the three 
'Rdpons' sections, plus allant, tres variable, are slightly adjusted from rn. m. - 72/80/96 to 
m. m. = 76/84/96. This was the stage of the composition described by Boulez in his 1960 
article, and Iwanka Stoianowa evidently had access to this material since it formed the basis 
for her brief discussion of the opening Formant (8). The quotation which appears at the end 
of her article without any supporting commentary can be identified as the opening section, 
'Verset I', of 'Antiphonie II'. Already, however, before the date of Ms. Stoianowa's article, 
Boulez had completed, and indeed published, an additional section for'Anti phonie. 
SIGLE 
The first mention of 'Sigle' occurs in the earliest drafts for the Third Sonata, at 
which stage the work was to be framed by a'Sigle Initial' and 'Sigle Final'. As the structural 
plan was modified, 'Sigle' became one of the mobile elements in the opening Formant, 
however its placing within 'Antiphonie' underwent further modification as the project 
expanded. Although the section remains the only part of'Antiphonie' to have been published, 
internal evidence suggests that it was completed as much as a decade before its appearance 
in print in 1969. Not only are sketches found on the reverse of the sheet containing those for 
'Verset II' and 'Repons III' of 'Antiphonie II', but the choice and treatment of material 
complements that used in 'Antiphonie II'. A separate table of the pitch content of 'Sigle' 
shows that, leaving aside rows B, C and G of Ex. 6.7, the section is based on the one 
remaining row not used in 'Antiphonie II' - row A itself. Again the compositional logic is 
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inexorable: the 'signature' of the Formant as a whole is to be derived from the original note 
row which generates all the other relationships. The simple horizontal form of row A is 
treated to the same process of vertical enrichment used to generate the pitch content of 
'Antiphonie II' (Ex. 6.14), and the precise derivation of material from Ex. 6.7 is as in my 
Ex. 6.15. The sketch (Ex. 6.14) shows how row A is segmented into five sections which 
mirror those of 'Antiphonie I and II' in their internal arrangement: groups of two and three 
cells are followed by three groups each of a single cell. The rhythmic values of the vertical 
combinations are equalised to correspond to those of the segments of the original row, and 
in the case of three of the sections, ß, C and E, the available pitch material is augmented by 
means of transposition and inversion. An examination confirms that the intervals of 
transposition - minor sixth, perfect fourth, and major second respectively - correspond to those 
which link 'Antiphonie I' with 'Antiphonie I1'. The inversion of the material of 'Antiphonic 
I' in 'Antiphonie II' is paralleled in the pitch sketch for the complementary groups of'Sigle'. 
An extraordinary feature of this sketch is the treatment of group C and its corresponding 
group c: in the latter, the pitches of the original group are arranged in the order G-natural, F- 
sharp, A-natural, and G-sharp -a transposition of the BACH cipher - and bracketed together. 
Closer inspection reveals that the B-flat, which has been allowed to insinuate itself between 
the groups as the starting note of the transposed pitches, allows the possibility of ordering the 
cipher at its original pitch by means of permutation. A comparison with the finished score 
shows that this is exactly what does happen, and moreover at precisely the point where the 
page is cut into two (Ex. 6.16). The end of section c is a cadential flourish based on the 
BACH motive in its original and transposed form: the'signing-off. the signature, is identical 
to that which had concluded the Second Sonata and in so doing acted as a final exorcism of 
the form of the Viennese classical sonata. Interestingly, the second sheet of sketches shows 
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that Boulez originally sketched the chords which conclude section c at the extreme top right- 
hand corner of the page, separate from the preceding grace note flourish, suggesting that their 
eventual placing was carefully calculated (Ex. 6.17). This dispersal contrasts with the 
generally ordered character of this sheet of final sketches, which frame the pencil score. The 
final stage of the sketching for 'Sigle' evidently proceeded directly from the pitch tables of 
Ex. 6.14, and the pencil score itself is identical both to the subsequent pen score and to the 
published score in its appropriation of the descriptive titles for the five sections already used 
for 'Antiphonie'. The difference is that 'Sigle' mirrors rather than repeats the structure of 
'Antiphonie II'. Thus'Verset I', 'Repons r, and'Verset II' each consist of the elaboration of 
a single cell corresponding respectively to E, D, and C of the sketches. 'Vcrsct' 111 (13) and 
'Repons II' (A) consist respectively of the three-note and two-note cells of Ex. 6.14. The 
musical character, alternating sections in strict tempo with those of more flexible character, 
echoes that of 'Antiphonie I and II', and the metronome marks correspond exactly to the 
revised ones fixed during the composition of 'Antiphonie II' - further internal evidence that 
'Sigle was composed shortly afterwards. 
A more detailed examination of the sketches shows that it is the two sections in strict 
tempo, A and D, which lack transposed forms (refer to Ex. 6.14). Both, however, have a more 
rigorous internal rhythmic structure in order to compensate. The numerical grids above each 
pitch sketch refer to rhythmic values, and the precise method of 'equalising' these values is 
shown in my supplementary grids which convert the numbers to units of rhythm based on the 
semiquaver. Thus section D will contain only the three rhythmic values in the rectangular 
box, consisting of two, five, and nine semiquavers respectively. All other values, reading 
vertically, will be 'equalised' to one of these: e. g., any notes of value equivalent to eleven, 
eight or six semiquavers will become a minim tied to a semiquaver (- nine semiquavers). 
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A comparison of this with the sketch for section D in Ex. 6.17 shows the results of the process 
of rhythmic equalisation applied to each of the available pitches of Ex. 6.14. The three 
chordal groups are dispersed into counterpoint in the final draft, but the total rhythmic value 
of each strand is identical to that of the chordal sketch. The idea of rcvcrsal of functions is 
extended to the internal organisation of the cells: thus the sketches for section A, found at 
the top left-hand corner of the final sheet (Ex. 6.17), group the pitches of Ex. 6.14 into chords 
corresponding in value to the rhythmic grids above the stave, and then proceed to retrograde 
the result (the final sketch confirms a misprint in the published edition: in the second bar of 
section A ['REPONS II'], the pitch F, without an accidental, in the middle of the triplet, 
should be omitted, and the C-natural realigned). Sections A and D, together with their 
corresponding a and d, contrast with the other sections not only in their unvarying metronome 
mark but in their more rigide rhythmic character which excludes grace notes: the eponym 
Repons' for these strictly metronomic sections is again a reversal of functions compared to 
'Antiphonie I and IF, where the'Repons' are characterised by comparative rhythmic freedom. 
The three remaining sections, B, D and E borrow the term 'Verseis', and are 
distinguished from the other sections of 'Sigle' not only by their expansion of the available 
pitch material by means of inversion, but by a more flexible rhythmic structure. This is 
loosened both by the presence of grace-notes which decorate virtually every principal note, 
but by the many rests which, coupled with the enormous range of the tessitura, impart a 
fragmentary character to each of the tiny sections. The principle of retrograde motion used 
throughout 'Sigle', is shown by the reverse arrows above each of the identifying letters in 
Ex. 6.17, and it can be sensed aurally in the tiny sections C and E. This opening cell, 
encompassing virtually the entire keyboard, establishes the limits of register for 'Sigle' as a 
whole, and its two pitches, C-sharp and B-natural, form important reference points for the 
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other sections. Boulez's crossing through of the perfect fourth F-natural - B-flat in the pitch 
sketch (Ex. 6.14) is explained by his decision to use these notes for Section C, which 
complements Section E both in its restriction to a single intervallic cell and in its disjointed 
rhythmic structure. Indeed, in context, Section D functions as a miniature trope separating 
these tiny statements. Section B reverses the ordering of the three original single note cells, 
A-flat, C-natural, and F-sharp, and decorates them with grace-notes. In so doing, however, 
it not only provides contrast to the ensuing rigide Section A, but integrates further the pitch 
material of the three 'Verset' sections since the four grace-notes used are none other than the 
four pitches which comprise Sections C and E, stated at the same register as in their first 
appearance. The complementary sections on the right hand side of the page take the form of 
enrichments of the original material. If the original versions had exploited the pitch 
relationships implicit in the three'Verset' sections, here it is the two rigide sections which are 
shown to have potential convergences, and 'Rdpons 2' shares much of the pitch content of 
'Repons 1' in freely retrograded form. The former sense of unity between the Versct sections 
imparted by the four linked pitches is disguised in the 'enrichments' by the greater use of 
grace-notes to embellish the texture. Each of the 'VERSETS' mirrors the structure of the 
original 'Versets', most obviously in the tiny sections E-e and C-c, where the relationships 
between grace-note and principal note is reversed, but also in sections B-b, where the final 
ff nourish of 'VERSET 111' retrogrades the corresponding pitches of'Verset 3', and the four 
grace-notes of the original are retained within the more elaborate pitch structure of the 
'enrichment'. It is curious to note in passing the frequency with which these four notes at 
their original register occur in 'Sigle': each of the ten sections contains at least one such 
pitch, imparting a further sense of consistency to the pitch relationships. In so doing 
it 
establishes tangible pitch connections with 'Antiphonie I' where the low C-sharp functions 
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almost as a pedal note. In fact 'Sigle' both echoes and complcments the scrial strictures of 
'Antiphonie I and II', and even went through a stage where it was to be folded within the 
design of those two sections. 
It must be said that the movement in this format, although brief, was balanced in 
structure. If, in the light of the subsequent history of the Sonata, there might be some regret 
that he chose not to let 'Antiphonie' rest in this form, Boulez's evident refusal to regard the 
Formani as complete is nonetheless consistent with his expressed desire to continue working 
until all the creative possibilities of the material are exhausted. The problem with this 
approach in relation to 'Antiphonie' is that the principle of intervallic mobility within the 
series offers almost limitless opportunities for further development. It is likely that at this 
stage work on the piece was interrupted although no doubt Boulez continued to develop his 
thoughts at a time when he was occupied with the composition of 'P1i scion PIP and 
'Structures: Deuxieme Livre'. Accordingly, when eventually he resumed work on the opening 
Formant of the Third Sonata, it was with the intention of realising a vastly expanded concept. 
TRAIT INITIAL 
The final series of sketches for 'Antiphonie' relate to the projected "Traits'. The overall 
structure of all four of these was planned, but only the first two proceeded beyond the 
preliminary sketching stage, and of these, only the first, the 'Trait Initial' has reached its 
(presumably) final form. By examining the considerable quantity of sketches, it is possible 
to follow the evolution of 'Trait Initial', and to trace the compositional process. Whilst this 
examination of an incomplete movement might be regarded as at best a speculative venture 
and at worst a futile exercise, in fact the piece raises some important issues concerning the 
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development of Boulez's style and his compositional methods. In addition, a thorough 
examination of the existing sketches enables one to speculate with a reasonable degree of 
accuracy concerning such matters as the intended scale and structure of the movement and 
its musical character - details which have an important bearing on the enigmatic history of 
the Third Sonata. 
The pitch structure of 'Trait Initial' is based on the three rows not used in the 
composition of 'Antiphonie I and II' - rows B, C and G of Ex. 6.7, and the first step is to 
apply the same principle of pitch mobility related to intervallic succession to each of these. 
As in the sketching of the 1957 version, Boulez plots the pitch progressions in numerical form 
at first. The blue paper used for this is similar in colour and size to the paper used in the 
grids for'Antiphonie I', but is of slightly thinner quality, supporting the supposition that the 
entire conception of 'Trait Initial' postdates the 1957 performances. Each of the three grids 
is now written out in staff notation, with the addition of rhythms. The derivation of these is 
by no means obvious, but a re-examination of the early sketches for'Antiphonie reveals the 
source: Boulez has borrowed the rhythm table first generated in association with the original 
pitch series (Ex. 6.4), and discarded from the earlier versions of 'Antiphonie'. Again, a 
musical parameter which has been evolved in connection with one set of ideas is removed 
from its original context and applied elsewhere. The three pitch series are now superimposed 
onto a single sheet (Ex. 6.18) which combines the pitches and rhythms of rows B. C and G, 
and adds corresponding dynamics marks again drawn from Ex. 6.4. A further addition is the 
series of vertical identifications in the familiar form of the Greek letters oc to µ. 
A later stage shows how the pitches of Ex. 6.18 are to be used to generate the pitch 
structure of 'Trait Initial'. The vertical orders of pitches are to form the basis of the 
'D6roulement horizontale', and Boulez's annotations of Ex. 6.19 show the pitch derivations 
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throughout the projected ninety-two 'bars' of the section.. My addition of red arrows to 
Ex. 6.18 allows the sequence for each letter to be read off in order (always remembering that 
the sequence is vertical). It will be seen that the extent to which individual groups arc used 
varies considerably with, for example, all the notes of both a and 0 being used and I being 
omitted altogether. A similar seemingly arbitrary decision concerns the arrangement of the 
groups in Ex. 6.19: the entries of the eleven groups which form the 'dFroulcment' are 
staggered. At first sight there seems to be no apparent logic to either of these decisions, but 
in fact both the extent of use and the timing of entries for each group are governed by a 
fundamental structural feature of the section. Underpinning it is a series of pedal points, 
frequently articulated by trills, which form a constant backcloth. These'e. f. s' (cantus firm! ), 
as Boulez describes them, are based on row J of Ex. 6.18, reading horizontally beginning from 
the final note of the series (as marked by my green bracket). His preliminary sketch for this 
is found on the fourth line of Ex. 6.19, and each of the eleven groups of row J forms one of 
the pedal points in the subsequent 'deroulement'. The draft underneath, of all ninety-two 'bars' 
(lines 7-15 of Ex. 6.19), shows the distribution of the eleven c. fs, numbered and marked with 
an ®, and continuously present throughout the section from the first appearance in 'bar' 18. 
Their spacing governs the entries of the eleven vertical groups, each of which contains one 
cell of row J: thus the entries must be so spaced as to allow a continuous unfolding of these 
c. f. points. This arrangement accounts for the omission of vertical group A, the only one 
which does not contain a cell of row J (see Ex. 6.18). The extent to which other groups 
appear is based on exactly the same principle that Boulez had used earlier in 'Antiphonie II' 
to derive the enrichements of the original cells: each vertical group uses J as its departure 
point and is extended upwards and downwards until cut off by a rest. 
The overall design of the section thus fixed, one is able to consider the other 
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fundamental characteristic of 'Antiphonic', and indeed of the Third Sonata as a whole - the 
principle of the troped insertion. As we know, it was IIoulez's intention that the previously 
composed sections of the movement - 'Antiphonie I and 11' and'Siglc' - would function as 
tropes within the expanded design of the opening movement. However the principle is 
extended to the revised structure on a more local level and the presence of 'intcmiptions 
verticales' was evidently to be a feature of all four 'Traits'. This is revealed by the series of 
diagrams (Ex. 6.20) on the back of the invitation card dated March 8th, 1963, rcfcrrcd to 
above in the general discussion of chronology. It shows that Boulez had already fixed the 
pitch material for each of the four 'Traits', arranged in complementary pairs, and to be printed 
on both sides of single sheets. (The continuing ambiguity of the term 'Repons' may be noted 
in passing, with Boulez using it as a general description of 'Antiphonic I and 11' and of the 
four 'Traits'). Clearly there were to be contrasts of character between the horizontal and 
vertical material in each of the four sections. A more precise description of the relationship 
between the 'interruptions verticales' of 'Trait Initial' and its 'd6roulement horizontale' is 
described by Boulez in a further verbal sketch in the following terms: "La structure verticale 
K interrompt la structure horizontale J en lui imprimant sa propre dimension temporclle" 
("The vertical structure K interrupts the horizontal structure J imposing on it its own temporal 
dimension"). A footnote adds the following: "Interruption de la structure horizontale aux 
points oü elle se serait superposes aver la structure verticale. Le temps d'interruption est egal 
au temps horizontal qui separe deux interruptions successibles" ("Interruption of the horizontal 
structure at the points where it would be superimposed with the vertical structure. The 
duration of the interruption is equal to the horizontal duration which separates two successive 
interruptions"). The first sketches for the the'interruptions verticales' for 'Trait Initial', based 
on the horizontal use of row K (see my blue bracket in Ex. 6.18), are found in line 5 of 
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Ex. 6.19. Underneath the'deroulement' on the same page, Boulez lists both the pitch content 
and position of six insertions, beginning just after the midpoint of the movement. The pitches 
are based on the available vertical cells coinciding with each of the cells of K and the 
position of each is determined by the note lengths of K. The compositional principle evokes 
that of 'Trope' itself, where its operation confers a sense of unity between the demands of 
overall form and local structure. 
The next stage in the sketching of'Trait Initial' was to convert each of the pitches 
in Ex. 6.19 to a chord. The way in which this is accomplished is indicated by a series of 
verbal descriptions on the right of the sketch, listing the intervals to be added to each of the 
ten groups of notes. By this simple means, Boulez is able to generate a chord structure for 
the entire section, sketched as shown in Ex. 6.21, with the derivation of each chord clearly 
indicated by horizontal arrows to indicate the original single-note. With the exception of x, 
whose solitary G-sharp remains unembellished, the density of the chords varies from two to 
a maximum of five notes. The result, consisting as it does of groups of identical chords in 
transposed form, is very similar to the technique of chord multiplication used in the Blocs 
of 'Constellation', although the means used to derive the chordal groups of Trait Initial' 
appears simpler and less organic than the complex 'crossover' technique of 'Constellation'. 
The tendency to simplification of the serial processes is again seen in the accompanying 
dynamics, with the chords of each group maintaining one or two consistent dynamic levels 
throughout: these are governed by the dynamics of the opening notes, which in their turn are 
based on those of the grid in Ex. 6.4. However Boulez evidently had second thoughts about 
these dynamic levels, revising them all downwards, as shown by the additions in red ink to 
Ex. 6.21. A further refinement to the planning stage of the piece is the presence of indications 
for the internal rhythmic structure and texture of each of the chordal groups in Ex. 6.21, as 
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illustrated on the right-hand side of each page. The musical parameters having been planned 
in considerable detail, Boulez is now able to proceed to the final sketching stage of the 
'deroulement', the resolution of the chord tables of Ex. 6.21 into a more precisely ordered 
sequence. This is shown in Ex. 6.22, which corresponds precisely with the pitch structure of 
'Trait Initial'. 
It will be noted that the 'interruptions vcrticales' arc simply indicated in 
Ex. 6.22. ii by the presence of vertical blue arrows. The later stages of the sketching for these 
sections evidently proceeded independently -a necessity in view of their contrast of character 
and material. Their freer, more improvisatory character (Ex. 6.23) is reflected in the sketches, 
where the basic material is subject to a variety of pitch treatments. Thus the tiny three-note 
cell of x is transposed on to each of its notes in turn (Ex. 6.24), and the resulting pitches 
freely permutated. In the case of 0, the lengthiest of the 'interruptions', and the richest in its 
'combinaisons verticales', the elaboration is based on the inversion and regrouping of the 
intervals (Ex. 6.25). The original rhythms are largely suppressed in the 'egalisation des 
valeurs' which characterisies the 'interruptions', but the derivation of group il yields a 
particularly ingenious instance of a regrouping of pitch cells based on the original rhythms. 
The relevant sketch is shown in Ex. 6.26, which indicates that Boulez was working on the 
'interruptions verticales' for both the 'Trait Initial' and'Premier Trait Median' simultaneously. 
The permutations used in this example are extremely free, but the sketch shows how the 
chords used in tl are derived from the intervals of the three-note chord and then transposed 
on to other available notes. By means of this range of serial techniques, Boulez is able to 
generate a series of contrasting pitch groups. A final stage in the sketching process is to apply 
a characterising rhythmic pattern to each of the groups. These are listed in a separate 
preliminary sketch (Ex. 6.27), and the descriptions here form the basis for the distinctive 
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rhythmic shape of each of the 'interruptions'. 
In the light of this examination of the considerable quantity of skctcics for 
'Trait Initial' it is now possible to consider the manuscript sources, If the sketches themselves 
were not sufficient evidence, the existence of no less than four manuscript versions of this 
section are an indication of the amount of time and trouble which Boulez lavished on 
'Antiphonie'. As always, a complete pencil draft was produced, but unusually, three pen 
versions followed. The pencil draft, in Boulez's characteristically miniscule hand, is 
accomodated on a single large sheet: perhaps Boulez still entertained the possibility of 
reversible pages with the 'Premier Trait Median' occupying the reverse. When he came to 
make a pen version of the 'Trait Initial', this plan had been abandoned, and the section is 
spread over several sheets. Corresponding with this physical alteration in layout, the note 
values of the pencil version are increased eight-fold. Thus the opening chord, notated as a 
dotted minim in the final sketch (Ex. 6.22) and in the pencil manuscript, is lengthened to six 
tied semibreves in each of the pen manuscripts, with all subsequent values lengthened 
proportionally, as shown in my copy of the final pen manuscript (Ex. 6.28). Otherwise, the 
pencil and first pen manuscipt correspond except for the addition of bars and time signatures 
in the first pen manuscript. These, together with the adoption of a crotchet unit of beat, give 
'Trait Initial' a much more tradtional notational appearance than the published movements of 
the Third Sonata with their absence of bar lines and rhythmic movement based frequently on 
the semiquaver (and even the demisemiquaver in passages of 'Constellation') as the metrical 
unit. 
Having followed the gradual shaping of the musical material through the course of the 
sketches, it is possible to make a detailed analysis of the pitch and rhythm structure of 'Trait 
Initial' by comparing it with the later stages of sketches, in particular the chord tables of 
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Ex. 6.21, and their resolution into chord sequences in Ex. 6.22. A closcr examination of 
Ex. 6.22 indicates that it contains a rhythmic element as well:. the varied note-lengths of 
Ex. 6.21 are articulated by means of repetition, and such repeated chords in Ex. 6.22 arc 
indicated by square brackets in my numerical annotation. The manuscript drafts for the 
movement resolve the question of registers, but the other musical parameters have already 
been so meticulously planned that the actual process of moving from final sketches to 
completed draft must have been a fairly straightforward task -a suggestion consistent with 
the restricted time-scale within which Boulez must have completed the process. My 
annotation of the entire section (Ex. 6.28) in relation to the final sketches shows the how the 
pitch and rhythm structure proceeds to ever greater complexity from fairly simple beginnings. 
In particular, the flexible technique employed in the final section from bar 78 onwards, with 
continual interweaving of the various strands recalls sections of 'Constellation' where three 
rows are being employed simultaneously and the principle of the troped insert is exploited on 
a local as well as on a more fundamental structural level. 
Both second and third pen manuscripts omit the time signatures and bar lines, but 
more significantly, alter the order of the 'interruptions verticales' from that in the pencil and 
first pen manuscripts. The variants are as follows: 
Pen Manuscript 1: yöe r] 0txIµ cc 
Pen Mansucript II: yöe r] 0% xI it a 
Pen Manuscript III: y6c0txr; rl µa 
Thus Pen Manuscript I contains all eleven components of K, in their original order beginning 
with y. Manuscript II retains this order, but omits 'interruption' C. In the final pen 
manuscript Boulez refines the original order, this time omitting group I. This was the 
version which Boulez evidently sent to Universal Edition, Vienna for printing, although so 
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far, the publishers have denied all knowledge of its existence and indeed of any other parts 
of 'Antiphonie' (see, however, the final chapter of this study). It was possible to examine a 
microfiche of this manuscript at the Paul Sacher Stiftung, and working on the assumption that 
it is the final version, my own transcript has been based on it, whilst referring back to the 
other copies in cases of doubt. A study of the order of 'interruptions vcrticales' and the way 
in which they are grouped resolves an apparent incompleteness at the sketching stage. in 
Ex. 6.19, of the eleven possible insertions, only six were sketched. The explanation is that 
in each of the three versions, Boulez arranged the 'interruptions' into six groups, the spacing 
of which corresponds in each of the three drafts to that of the insertions indicatcd in Ex. 6.22. 
The grouping in Manuscript III is as follows: 
y6E0 ticC T) µa 
An examination of this arrangement shows that that Boulez simply grouped together into a 
larger unit four 'interruptions' of sinilar musical character. Thus the first three of the group 
are at a low dynamic level and each incorporates double trills in the middle register of the 
instrument, marked murmure, imperceptible, creating a uniformity of musical texture in which 
the original groups merge into one another. 
One other detail remains to be considered in relation to the 'interruptions 
verticales': the reference, in a verbal sketch quoted above, to the way in which the insertions 
would impose their own temporal dimensions. Boulez's working method was to add 
metronome marks at the final stage, even though they may well have been part of the original 
conception - as we have seen, one of the earliest sketches for the Third Sonata consists of a 
series of tempo jottings for Formants I and II. Boulez evidently worked at these parameters 
for both 'Trait Initial' and 'Premier Trait Median' either during or after the American visit in 
spring 1963. A sketch on the blue notepaper of Harvard University Library (Ex29) consists 
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of proportional tempo scales for both sections, showing that the symmetrical relationship of 
material between the sections would be mirrored in the tempo relationships. Underneath is 
a sketch arranging the tempo scale of 'Trait Initial' into a symmetrical order for each of the 
eleven 'interventions', with the quickest pulse, m. m. = 160 at the centre, and the two slowest, 
m. m. = 84 and 88 at the extremes. (It is worth observing in passing that this arrangement 
mirrors the visual appearance of some of the chordal shapes sketched for the movement, and 
of course reflects the overall design of the Sonata with proportionally related Fonnants 
revolving round a fixed centre). This scale corresponds exactly to the metronome marks 
assigned to each 'interruption' in the order in wich they appear in Pen Manuscript 1, with 0 
and its accompanying metronome mark of 160 occupying a pivotal position as not only the 
central insertion but the only point where the metronome marks of the 'ddroulement 
horizontale' and 'interruptions verticales' coincide. With the alterations in the ordering of the 
'interruptions' in the later pen copies, the symmetrical arrangement of metronome marks in 
Manuscript I is broken, but the structural concept of gradually increasing disruption of the 
temporal and textural uniformity of the horizontal structure is enhanced, particularly in the 
final pen manuscript. The original highly cerebral plan to relate the temporal proportions 
of the insertions to those of their spacing within the 'deroulement' appears to have been 
dropped by this stage, or at least considerably modified under the pressure of other self- 
imposed structural constraints. 
Any attempt at critical evaluation of the 'Trait Initial' in relation to the published 
Formants and to the other completed sections of'Antiphonie' is likely to commence, as does 
Allen Edwards, with an expression of surprise at its musical character This is indicated in 
verbal terms by Boulez at the top of a page containing the final stage of sketches (Ex. 6.22): 
"mouvement continu pour contraster avec le discontinuite du roste". Thus the 'daroulcmcnt 
223 
horizontale' is remarkable for its continuous flow at a constant crotchet pulse of m. m. - 160, 
and a restricted dynamic level which never rises above mezzo forte. Equally remarkable is 
the restricted compass of register which extends symmetrically for two octaves and a semitone 
either side of middle C- that is, from B-natural in the bass to the C-sharp four octaves above. 
It is thus enfolded within the compass of the tiny, but explosively evcntful 'Sigle', which 
extends from the lowest C-sharp to the highest B-natural, virtually the cntirc rangc of tllc 
instrument. The musical texture reflects this impression of comparative continuity and 
uniformity, with the various c. f. points sketched by Boulez providing a constant background 
of extended trills and pedal notes. The varied treatment of these is described on a separate 
sheet (Ex. 6.30), which is of interest not only for its listing of the various possible c. f. 
treatments followed by their numbering in sequence I-ii to correspond with those of the 
'Trait Initial', but also for its indications of Boulez's changes of mind. The two erased lines 
in the sketch show that he originally intended to use both unarpeggiated chords and silently 
held chords as textural elements in the section, a plan corroborated by a jotting following the 
above quotation, and summarising the musical character: 
C. F. en trilles 
en empreintes (avec Sost. Ped. ) (appuy4es d'abord) 
(muettes d'abord) 
en pointilles (triller ou lisser) 
[C. F. in trills 
in held notes (with Sot. Ped) (played at first) 
(silent at first) 
discontinuous (trill or legato)) 
He evidently decided to withhold this device incorporating the use of the sostenuto pedal. 
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The (presumably) later annotations in red pen to Ex. 6.30 show that he intended to make such 
textures a feature of the 'Premier Trait Median': perhaps he felt that their capacity to evoke 
the variety of extraordinary resonances found in 'Constellation' would be out of place in the 
comparatively uniform context of 'Trait Initial'. 
It is curious to observe how similar some of the shapes of 'Trait initial' arc to those 
of other sections of the Third Sonata, particularly sections of the Points in 'Constellation', and 
yet be so different in their expressive content. The c. f. notes provide a constant textural 
backcloth to the musical texture of 'Trait Initial' which is lacking from the two published 
Formants composed in the previous decade. No commentary on Boulcz's stylistic evolution 
could fail to note, first, how such reference points are excised from his first published works, 
are then totally eliminated from the musical concept in the 'pure' scrialism of the 1950s, and 
gradually reemerge in a serially integrated form in the subsequent decades. The culmination 
of this process in the music of Boulez (so far) is 'Repons', whose title is borrowed from 
'Antiphonie II'. Its musical structure and instrumental texture contains echoes of the Third 
Sonata, not only in its troped interludes, where the 4X computer is analogous to infinitely 
resonating piano harmonics, but in the texture of the main instrumental group which proceeds 
by a series of pedal points decorated with trills in a manner which evokes that of the 'Trait 
Initial'. Hence the importance of this unpublished music in any consideration of Boulez's 
musical evolution. 
PREMIER TRAIT MEDIAN 
The total performance time of'Trait Initial', assuming adherence to the composer's 
very rapid metronome marks, would be approximately four minutes: a considerable quantity 
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of music, but hardly sufficient to warrant the description 'very lengthy' by Allen Edwards, 
whose calculations were perhaps influenced by the physical appearance of the score with its 
representation of rhythmic values in terms of a crotchet pulse. At this point the composition 
breaks off. Was Boulez dissatisfied with what he had produced so far? Hardly likely, given 
the fact that he had made three copies of the score, one of which had been sent to the 
publisher. Are there then clues to the fate of the piece in the surviving sketches? As 
indicated earlier, the composition of the first two 'Traits' proceeded along similar lines and 
Boulez evidently evolved some elements of them simultaneously. We have seen, for instance, 
that 'interruptions verticales' for both sections appear within the same sketch. The internal 
evidence suggests that the sketching procedure was identical for the two sections and indeed 
the drafting of the 'Premier Trait Median' had reached an advanced stage before Boulez 
spparently abandoned work on the project. Two of the three major sketching stages out of 
which 'Trait Initial' evolved are duplicated 
for its counterpart. A large single sheet contains 
a preliminary draft for the 'deroulement 
horizontale' based on row K, and annotated with 
eleven c. f. points (Ex. 6.31). In the middle of the sheet is a large box on the left hand side 
showing the 'antiphonies verticales' - that is, the troped insertions - based on row J. The 
structure mirrors the serial relationships of 'Trait Initial', and the sketch is a duplication of the 
procedure used in the first section and illustrated in Ex. 6.19. The paper size and grade is 
identical, raising again the possibility that the two sections were sketched simultaneously. If 
this was indeed the case, the process went at least one stage further. The Basel archive also 
contains a complete series of chord sketches 
(Ex. 6.32) for'Premier Trait Median' based on 
the previous example, and again duplicating the procedure used in the first section (Ex. 6.21) 
Not only is the procedure the same, but the paper type is again identical, and the similarity 
in layout and use of identical inks suggests that the sketches could well have evolved 
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simultaneously on either side of two large sheets which were subsequently divided down 111c 
middle. As already noted, the troped insertions for both sections seem to have evolved 
simultaneously, and indications of those for 'Premier Trait Median' are found on the lower 
half of the sheet containing those for the 'Trait Initial' (refer to Ex. 6.23). The two sets arc 
identical in pitch content, although Boulez evidently planned some rhythmic and textural 
differences: a curious feature of the sketches is that those for the second section show signs 
of incompleteness and yet contain dynamic marks, missing from those for'Trait Initial' and 
only added at the final draft. As it is, these dynamic 
indications with their mJ-, 'range 
afford a tantalising glimpse of the contrasting character of 'Premier Trait Median'. 
At this point the sketches break off except for one puzzling fragment consisting of a 
single system (Ex. 6.33). The metronome mark of demisemiquaver - 160 suggests that it is 
part of the 'deroulement' for the section, and the 
jotting on the extreme left of the page 
indicates a plan to lengthen the proportions at some point, recalling the adjustments made at 
the pen manuscript stage of the 'Trait Initial'. Could it be that this is the only surviving 
section of a projected pencil 
draft for the section? Closer inspection reveals that it is indeed 
a draft of the opening, corresponding to the sketches comprising Exs. 31 and 32. The plan as 
drafted in Ex. 6.31 was to precede the 'deroulement horizontale' with the first 'antiphonie 
verticale' based on e of 
Ex. 6.23. The fragmentary Ex. 6.33 begins with a ff gesture derived 
from c, and follows it with a contrasting ppp figure, in the middle of which the first chord 
of the 'deroulement' 
is stated in the shape of a pedalled quintuplet figure. Even this tiny 
fragment contains information which helps to explain the musical concept sketched for 
'Premier Trait Median'. Ex. 6.20 had projected'valeurs egalisees' for the vertical material with 
'valeurs originales' for the horizontal statement, and the opening fragment provides indications 
as to the manner in which this would 
be realised. This helps to explain the note at the top 
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right hand corner of the chord sketch (Ex. 6.32): "Renversement de fonctions du TRAIT 
INITIAL" ("Reversal of functions of TRAIT INITIAL"). More precise information is 
contained in a verbal sketch already quoted in relation to 'Trait Initial', and containing the 
following details regarding the the structure of 'Premier Trait Median': "La structure 
verticale J interrompt la structure horizontale K en salissant la dimension tetnporelic dc cote 
derniere" ("The vertical structure J interrupts the horizontal structure K as the same time 
modifying the temporal dimension of the latter"). The disruptive effect on the metre of these 
interruptions can be glimpsed in the fragmentary Ex. 6.33. The verbal outline adds a footnote: 
"Chaque element de la structure horizontale est lie ä un element de la structure verticale dans 
l'ordre d'apparition du c. f. - l'element vertical precede et suit (signale) l'element horizontal; 
se combine avec les autres sequences dans le milieu" ("Each clement of the horizontal 
structure is linked to an element of the vertical structure 
in the order of appearance of the c. f. 
- the vertical element precedes and 
follows [signals] the horizontal clement; combines with 
the other sequences in the milieu"). The listing of the 'antiphonies verticales' in Ex. 6.31 
shows a series of twenty-two such 
interjections, marking the beginning and end of each of 
the eleven groups used for the horizontal structure, and the precise placing of each is 
indicated in the chord sketch (Ex. 6.32). The verbal instructions conclude with an explanation 
for the puzzling absence of antiphonies V, XII, XIII, and XVII: "L'element vertical ne 
signale pas le debut, lorsque 
1'element horizontal commence par le c. f. (y, )L)", and conversely, 
"L'element vertical ne signale pas la fin, lorsque l'element horizontal se termine par le c. f. " 
In other words, the antiphonies are omitted when they would coincide with a c. f. point. The 
chord structure sketched 
for 'Premier Trait Median' is much denser and more complex than 
that for'Trait Initial', and again indicates that the musical character for this section would be 
a much more dynamic one than that of the opening 
'Trait' with its surprisingly bland textures. 
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The parameters of the structure having been planned in great detail, the fragmentary draft of 
'Premier Trait Median' breaks off after one system, followed only by a few indistinct jottings 
on the stave below. 
The starting point of this investigation was an examination of the present state of 
completeness of 'Antiphonie' in the hope that it might shed some light on the work's fate. 
From this necessarily superficial survey it is at least possible to provide a context for what 
must remain a speculative debate. The vastly expanded conception of the Fonnant is 
indicated by the fact that the structural sketches for 'Premier Trait Median' consist of some 
one hundred and sixty 'bars' - approaching double the length of those for 'Trait Initial'. 
Assuming (conservatively) a performance time of six minutes for the completed section, the 
total performance time just for these first two of the four projected 'Traits' would be in excess 
of ten minutes. Could it be that Boulez decided to abandon the project at this point when the 
scale of'Premier Trait Median' became apparent? It is certainly the case that fitting a section 
of this size onto one side of a reversible sheet would be practically impossible. Yet the 
proportions of the section were established in Ex. 6.31 after which Boulez continued sketching, 
producing a chordal draft of considerable complexity. In addition, three pen scores of `Trait 
Initial' were produced, all of them abandoning the single sheet format. A curious feature of 
the sketches is that the original'deroulement' notes of Exs. 6.19 and 6.31 arc clearly identified 
in the subsequent chord elaborations, Exs. 6.21 and 6.32, by horizontal arrows. These arrows 
are retained in each of the pen copies of'Trait Initial', giving the scores are somewhat didactic 
appearance. Did Boulez use some of this material in his teaching during this period, and if 
so, did this produce a creative block inhibiting the completion of the project? Or, more 
simply, was the piece a casualty of Boulez's expanding conducting schedule? This must 
certainly have played a part in the diminution of his output over the next decade, but there 
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arc other internal musical factors to ponder concerning the planned expansion of'Antiphonic'. 
To have completed all four of the 'Traits' would have produced a movement the scale 
of which would dwarf that of the already published fonnants: execution of the plan for 
'Antiphonie' in its 1963 form would involve the revision of the entire Sonata. Yet the two 
published Formants are perfect in their proportions, generated by a serial universe which 
affects the musical structure on all levels. Any alteration would destroy the delicate balance 
of forces within each movement, with their hermetic structures able to accomodate the 
seemingly contradictory element of performer choice. The question of incompleteness goes 
to the heart of the changes in Boulez's serial thought over the six years during which he 
worked intermittently on 'Antiphonie'. The angular, pointillist textures of 'Antiphonic I' are 
transformed into the "instrument of frenzy" of 'Antiphonie II' without compromising their 
concentrated approach to serialism. By the time that Boulez resumed work on the Sonata in 
the 1960s, the technique of pedal points linking a series of c. fs., which he had developed 
during the intervening years, enables him to create in 'Trait Initial' a textural background 
which allows the musical discourse to flow in a more measured way. The effect is analogous 
to that of the pedals and trills which form a textural backcloth to much of Debussy's piano 
music. Mention was made earlier of the links with'Repons', and it is interesting to note that 
here the 'background' effects are provided not only by the pedal points in the main ensemble 
but also by computer generated sound controlled by the soloists and described by Boulez as 
'musical wallpaper'. 'Repons' is in a state of seemingly limitless expansion, but there arc not 
the constraints of perfectly shaped pre-existent structures which make the completion of 
'Antiphonie' in its projected form so problematic. 
However... If the Third Sonata has been finally abandoned, the existing completed 
material for the opening movement would form a design of satisfactory shape with 
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'Antiphonie I' and 'Antiphonie 11' framing 'Trait Initial', and 'Sigle' interrupting its progress. 
In this form the movement would last some six minutes, approximately the same length as 
Trope'. These two Formants could thus form part of a well balanced three-movement 
structure if placed either side of 'Constellation'. Such a shape could leave both outer 
Formants free to exchange places as in the original plan for the Sonata, whilst within 
'Antiphonie', the two eponymous sections would be interchangeable. This presumes that both 
'Strophe' and 'Sequence' in their present undeveloped state would be discarded, leaving a total 
playing time for the three-movement Sonata of approximately twenty-five minutes. I have 
experimented playing the work through along these lines, and feel that the suggested three- 
movement shape not only allows us to experience some previously unknown music by I3oulcz 
but makes for a better balanced work than the two published Formants heard in isolation. But 
this is mere speculation: as it stands, 'Antiphonie' remains one of the major unfinished 
projects, the completion of which would allow a unique insight into Boulez's compositional 
processes and his capacity to continually revisit material in the light of the continuing 
development of his technical resources and ever-increasing clarity of creative focus. 
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CHAPTER SEVEN 
STROPHE and SEQUENCE 
The sheer quantity of sketches for'Antiphonie' suggested that an examination of them 
would reveal important information concerning the chronology of the Third Sonata, and help 
account for the curious history of the piece. In turning to the sketches for the fragmentary 
fourth and fifth movements of the work, it was more a gesture of scholarly thoroughness 
rather than in the anticipation that they would reveal any significant details about the 
compositional process. After all, the two movements as performed by Boulez in 1957-58 
were together only slightly more extended than the original two-minute span of 'Antiphonic', 
and all three of these fragmentary Formants, when played sequentially, formed a brief 
interlude between the extended structures of 'Constellation and'Trope'. The fourth Formant, 
'Strophe', seemed the least developed of all, existing only in the form of a pencil manuscript 
which contained four short sections of music playing for under a minute. A cursory 
examination of the sketches was no more promising: both for this movement and for the 
slightly more extended 'Sequence', the sketch material preserved in the Paul Sachen Stiftung 
consisted almost entirely of row tables, representing the earliest stage in the compositional 
process. My assumption was that Boulez had worked on these movements after the 
completion of the two published movements, and that, pressed for time, he had hastily 
produced a fragmentary version of each for the first public performances. 
Hence my consternation, when, at the suggestion of Robert Picncikowski, I examined 
a volume of birthday tributes to Heinrich Strobel 'produced in 1955. It contained a 
contribution from Boulez, consisting of a short dedication, followed by an untitled section 
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"from a'work in progress"' (Ex. 7.1). The piece in question is none othcr than'Sequcncc', and 
the tribute is dated 9th October 1955. Strobel's intervention earlier that year had been crucial 
in securing the premiere of'Le Marteau sans Maitre' under Rosbaud at Baden-Baden on 18th 
June. What could be more natural than a desire on Boulez's part to rcciprocatc the favour by 
dedicating to Strobel an extract from his next major project? In other words. Boulez had 
composed this first draft of what was to become the final movement of the Third Sonata 
nearly two years before the work was first heard in public, and in the year prior to those 
quoted in the various monographs as being the dates of composition (1956.57) of the sonata. 
Further examination of the material in Basel compounded the puzzle conccrning the 
chronology of the Third Sonata. Apart from the published dedication to Strobel, there are 
three manuscript sources of'Sequence', consisting of the usual pencil draft and two pcn copies 
identical to the copy in the Strobel volume. As Allen Edwards has noted, the pencil 
manuscript of 'Sequence' continues the movement a little way beyond the version performed 
in 1957-58, but with no internal evidence to suggest that the additional material was added 
later: the unbroken flow of the musical handwriting suggests that all the material is likely to 
have been notated around the same time. The thirty-two stave format of the sheet is identical 
to the type of paper used for the pencil sketches of 'Trope' and 'Constellation', although given 
Boulez's rather haphazard tendency to use whatever paper came first to hand, it would be 
unwise to draw chronological conclusions on this basis alone. The chronology of the two pen 
manuscripts is however more certain: one is an independent copy on an otherwise blank four- 
sided sheet, but the other copy, found on the reverse of the pencil score of 'Constellation', 
contains tempo indications in faint pencil, suggesting that it was the first of the pen 
manuscripts to be notated. 
The question of the order of composition of the various Formants becomes a more 
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complex one. Are we to make the facile assumption that 'Constellation' had already been 
virtually completed as early as the autumn of 1955, or could it be that Boulcz, as so oticn. 
simply used whatever pieces of manuscript happened to be available and that there is no 
relationship between the dates of composition of 'Sequence' and 'Constellation'? An 
examination of the technical procedures used in the two Formants will provide further 
evidence concerning the likely order of composition, howcvcr this is to anticipate the 
discussion below. In the meantime, whilst it is important not to jump to hasty conclusions 
concerning the chronology of the various movements, the internal evidence begins to support 
the proposition that at least some of the Formanis evolved around the same time, certainly 
in their initial drafts, and that the dates of composition arc rather earlier than the generally 
accepted ones. 
An examination of the sketches for'Strophe' supports this theory, and further undermines 
the view that the composition of the subsequently withdrawn Form ants was a hasty process 
undertaken shortly before the performances of 1957. A fragmentary sketch (Ex. 7.2), 
unambiguously devoted in part to a detailed disposition of the row structure and general 
design for the four sections of 'Strophe', also contains a jotting defining the proportions of 
the five Formants of the Third Sonata as an arch shape (Bref-Afoyen-Long-Afoycn"BrcJ). 
Other sketches also list these details, but their presence in this context suggests that detailed 
planning for 'Strophe' took place at an early stage in the genesis of the Sonata. Further 
circumstantial evidence to support this hypothesis is provided by two other structural drafts 
for the movement, written on small white card and blue postcard, of a type and size identical 
to that used for the earliest structural plans for the Third Sonata. Whilst the exact chronology 
of the various movements must remain a matter of conjecture at present, the likelihood is that 
the subsequently withdrawn Formants were in their essentials conceived at an early stage in 
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the gestation of the Third Sonata, and that a knowledge of their musical content will provide 
a context for the two published Formants. 
STROPHE 
The detailed planning for 'Strophe' proceeded along the lines of that for the other 
Formants, with a set of four twelve-times-twelve number squares (Ex. 7.3) forming the basis 
for the subsequent pitch tables (Ex. 7.4). In the case of each number square, the top line is 
a numerical equivalent of the prime form of the row (Or. and Rtg. ) or its inversion (Rv. and 
R. Rv. ). The long diagonal then forms the basis of an ascending or descending number series, 
a simple principle which is then applied to all the other shorter diagonals to form a square. 
The technique produces a distinctive pattern not found elsewhere in the Third Sonata, since 
in each case, congruity occurs between the first and twelfth lines, effectively reducing the 
number of horizontal options to eleven and creating an imbalance in the square. Boulez 
seizes on this asymmetry as the basis for an unequal splicing of the square into a seven-plus- 
five division, both horizontally and laterally. The two unequal sections are each further 
divided into three numerical groupings, of three-plus-three-plus-one and two-plus-two-plus- 
one, respectively. Two consequences are immediately apparent from this manipulation of the 
series. First, there is the striking parallel with the row segmentation of 'Constellation' with 
its sixfold division into double groupings of three, two, and single notes: in theory, at least, 
the process is a simpler one in 'Strophe' since it lacks the continual permutations which are 
a central feature of'Constellation'. However, this is to overlook a second feature of'Stroplie'. 
When the numbers of Ex. 7.3 are converted to the pitch tables of Ex. 7.4 (omitting the 
redundant twelfth line), it can be seen that Boulez has created by relatively simple means the 
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potential for similar pitch hierarchies within scrialism to those found in the other Fonnants: 
the diagonal numerical technique applied here results in some series containing the same pitch 
twice with one note omitted as a consequence. The creative possibilities offered by such 
asymmetries lie at the heart of his compositional processes. 
The structural basis for 'Strophe' is found on a shcct containing the diagram 
reproduced in 'Sonate, que me veux-tu? ' (Ex. 7.5). The article supplements the diagram with 
the following explanation: 
"Quatre strophes de differentes longeurs sont Ccrites A I'originc (appelons-Ics 
respectivement, A, B, C, D), chacune susceptible d'un ddveloppemrnt 
independant, mais similaire, base sur lc principe suivant: 1c dCvcloppcmcnt 2 
contiendra le developpement 1; le developpement 3 contiendra I et 2; Ic 
developpement 4 contiendra 1,2, et 3- chacun de ces developpements ajoutant 
naturellement une nouvelle structure A celles qu'il englobe" (1). 
Already, the sketch shows that Boulez was planning the physical layout of the Formant in 
accordance with these developments. The pages would be cut into four independent strips 
and arranged 'en tourniquet'. The article continues: 
"Ainsi, je pourrai lire: Al, BI, C3, D4 ou Al, B3, C2, D4, etc. Ccs 
enchainements ont une consequence directe et obligee sur le registre: pour 
pouvoir enchainer, en effet, n'importe quel etat d'une strophe avec n'importe 
quel etat de la strophe suivante, il faut un registre commun A la fin dc tous les 
etats de cette strophe, et au debut de tous les etats de la strophe suivante; ce 
seront les noeuds de registre, les venires de registre etant le courant de chaque 
strophe, oü aucune obligation ne s'impose. Seuls le debut de A et la fin dc D 
pourront titre noeud ou ventre"(2). 
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This rather convoluted explanation of the diagram, with its resort to the language of acoustics, 
means in essence that in order for the individual sections to link with one another coherently 
there must be congruity of register between the beginnings and ends of sections. 
Interestingly, Boulez makes no reference in the article to another aspect of the original 
plan. A verbal sketch on a small white card makes the following commentary on the links 
between individual sections: "A la fin d'une strophe definir Ic Tempo? [sic) et la dynatnique 
de la suivante". There follows a series of examples as to how this arrangement might be 
effected. The concept of deriving the tempo and dynamics of the following section from that 
placed at the end of the preceding section was comprehensively exploited by Stockhausen in 
his 'Klavierstück XI' of 1956. The piece, a landmark in the adoption of chance procedures 
by European composers resulted in a rift between Boulez and Stockhausen lasting many years. 
Assuming, as seems likely, that much of the Third Sonata had reached an advanced stage in 
planning by the time of the Stockhausen premiere, could 
it be that part of Boulez's sense of 
betrayal also related to the (mis)use of a structural idea which had been discussed and shared 
between them? 
The link between the row tables and the pencil score of'Strophe' is provided by Ex. 7.2 
and its description of '4 Principes 
Strophiques'. The listing underneath of the various rows 
to be used shows that Boulez was applying the principle of unequal segmentation throughout, 
'a' consisting of the larger seven-note grouping and 'b' of the smaller five-note remainder of 
each of the rows. This explains an otherwise puzzling reference 
in the general sketches for 
the Third Sonata of a Formant consisting of 'series raccourcie avec figurations groupies' - that 
is, a shortened series with grouped f igurations - clearly a reference to 'Strophe'. Interestingly, 
Boulez at this stage groups the row segments of Ex. 7.2 into four larger divisions labelled 
'Quatrain' I and II, and 'Tercet' I and II. This likening of the structure to that of the Sonnet 
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not only accounts for the title of the Formant (and Boulez at one stage used the plural form, 
'Strophes'), but is an additional link with the world of poetry, and specifically that of 
Mallaune, whose example is constantly cited by Boulez in his commcntarics on tlic Sonata. 
A small sketch to the right of the pitch description shows the principal rhythmic groupings 
of the Formant with permutations of the numbers 1,2,3 (for segment b), and 4,6,10 (for 
segment a), to form its rhythmic basis. 
The annotated copy of the pencil score of 'Strophe' (Ex. 7.6) shows how the pitch 
groups form the basis of the four short sections in conjunction with the thythmic cclls. 
Boulez has listed these on the left hand side of each stave, making identification a simple 
matter. The tempo direction, 'Tres anime et d'une mouvement tres 'star par opposition 
aux autres' ('Very animated and of a very constant movement, in opposition to the others') 
emphasises the individual character of 'Strophe' as compared with the othcr Formants. Its 
predominantly medium to low tessitura is a further contrast to that of the other Formants in 
their 1957-58 version. Yet within the four tiny sections there are considerable contrasts of 
texture. At no other point in the sonata does Boulez reveal the basic row structure to the 
extent that it is presented at the opening of 'Strophe', and yet the following section, whilst in 
some ways preserving the shape of this opening, proceeds to complicate the pitch structure 
by the addition of clusters -a rare use of this texture in Boulez's piano music, and 
complementing its introduction 
in 'Glose'. The two row segments (Rv. L and V) which 
comprise the pitch content of the second section are disposed so as to produce complementary 
clusters from their three-note cells. The pitch and rhythmic structure is as shown in the 
annotated score. This use of the rhythm cells 1,2 and 3, is described by Boulez as 'durees 
non harmonique' (Ex. 7.2) in relation to the notes of the first section. Of interest throughout 
is his experimental use of numerical dynamic indications, with the comment at the top of the 
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score 'Tres petites dynamiques 13 3' - again a contrast of musical character to the dynamic 
extremes of the surrounding movements. The remaining two groups are slightly more 
extended, and complement one another in a manner similar to the pairing of the shortcr 
groups. Both of them introduce 'chromatisme dc complamentarite' (Ex. 7.2) - that is, a field 
of pitches based on the transposition of cells. The basic pitch structure and its complementary 
rhythmic structure can be identified with certainty for the third strophe, as shown in the 
annotation. It has the most continuous musical flow of the four 'strophiqucs', at least in this 
early stage. The final strophe, although complementary in length to the previous one, and 
continuing its use of rhythmic cells based on triplets and quintuplets, reverts to the more 
disjointed texture of the first two strophes with their terse motivic fragments separated by 
rests. The description of this strophe in Ex. 7.2 as containing cluster tones suggests that the 
extant material represents only a point of departure for developments which remain as yet 
unrealised. 
Boulez's evident intention was to develop each of the four tiny sections of this 1957 
version of 'Strophe' by adding a 
further three sets of four sections, each being based on the 
original four sections but elaborating and 
incorporating the original material -a tantalising 
prospect, given the transformation 
he was to effect on the original comparatively simple five 
sections of 'Antiphonie P. However, the most striking relationship regarding 'Strophe' is that 
which exist between it and one of the completed Form ants, 'Trope'. The two movements were 
originally intended to be complementary 
is length (moyen) and interchangeable in position, 
a logic which becomes clear as one understands the projected design of 'Strophe'. 
Both 
Formants contain four sections, and the spiral binding arrangement of the planned layout is 
quite similar. In addition, the skeletal opening of 'Strophe' corresponds to the opening of 
'Texte', which uses the identical notes as its point of departure. As already noted, the clusters 
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of the second section relate to those of 'Glose', whilst the introduction of 'fields' of rclatcd 
frequencies in the third and fourth sections of 'Strophe' suggest conceptual links with 
'Parenthese' and 'Commentaire'. Such comparisons are facile, but do perhaps help to shed 
some light on the precise manner in which the two Formants would have balanced one 
another in the overall design of the Third Sonata. 
SEQUENCE 
Returning briefly to the article, 'Sonate, que me veux-tu? ', Boulez is most laconique' 
(to quote his self-description) about the final movement: ".... il me pose trop dc problemcs 
encore sans solution pratique; car une nouvelle elaboration, pour le hisser au niveau des 
precedents, reclame, en effet, des innovations radicales dans la transcription des hautcurs 
variables, cette variabilite 6tant incompatible avec la notation teile qu'clle cst practiquee 
couramment"(3). The mention of "a new elaboration" focuses attention back to this 
movement and its various drafts, the chronology of which was discussed above. 
The sketches for 'Sequence' follow the pattern of preparatory work on the preceding 
Formants with a series of row tables and charts from which the pencil score is evolved. 
Mention has already been made of the circumstantial evidence linking the composition of this 
movement with that of 'Constellation'. A comparison of the compositional procedures 
confirms the close relationship between the two Formants. The earliest pitch sketches for 
'Sequence' (Ex. 7.7) show an identical sixfold division of the row (1-3-3-2-1-2) and its 
inversion (2-1-2-3-3-1) to that used in 'Constellation' (rows A and M). Whereas this division 
is used as the basis for a complex series of permutations in 'Constellation'. in 'Sequence', the 
same segmentation is retained throughout the sketches. Just as in 'Constellation', the twelve 
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transpositions of the row are ordered in groups (1-3-3-2-1-2), which arc identical to the cell 
groupings of the row itself, and this grouping is retained for the twelve inversions - again a 
simplification of the process in 'Constellation'. The technique of chord multiplication used 
to derive the chords of Ex. 7.7 is a simpler and more consistent one than the complex 
crossover technique employed in 'Constellation', where the density of chords ranged from the 
minimum (two notes) to the maximum (eleven notes). The method used in 'Sdquence' is 
shown in my Ex. 7.8, where the components of all the chords derived from the prime form of 
the row in Ex. 7.7 are analysed. As can been seen in Ex. 7.8, in each line, all the pitches of 
the transposed row are multiplied by the same intervals, derived from the original 
segmentation. The result is that the first and fifth lines of Ex. 7.7, being multiplied by only 
a single note, retain their original simple shape, whilst the greatest vertical density is found 
in lines two and three, where the multiplication is by a three-note cell. Even so, the chords 
produced are comparatively uniform compared to the enormous range of possibilities 
generated in 'Constellation'. It is scarcely conceivable on technical grounds that this 
comparatively straightforward elaboration was drafted after the complexities of'Constellation'. 
Again one is confronted by evidence pointing to the original version of 'Sequence' as being 
among the earliest sections of the Sonata to be drafted. The chord sequences arc 
complemented by charts for rhythms and intensities identical to those produced in the 
sketches for 'Constellation': the assumption must be that Boulez incorporated these procedures 
within the limited span of 'Sequence' before applying them on the more extended canvas of 
'Constellation'. 
The relationship between these various sketches and the first and indeed only 
performed version of 'Sequence' is shown in my annotated copy of the pen score (Ex. 7.9). 
All of its pitch material is derived from the first sheet of Ex. 7.7, the chords built on the prime 
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form of the row. Boulez's labelling of the groups by letters, A-K, and internally within 
groups, a-f, unlocks the pitch content of the entire section: the groups and the internal 
ordering of their cells are simply laid out in sequence. This opening section of what was 
projected to be a longer movement, with its glittering high register and cascades of grace 
notes, Librement, senza tempo, is a remarkable contrast to 'Strophe'. The brittle style is 
emphasised by the restriction to three dynamic marks, f, ff, l/ whirl, mirror those of 
'Strophe', but at the other end of the dynamic scale. They arc serialised in accordance with 
their listing in the chart of dynamics (Ex. 7.10), although Boulez has allowed himself some 
flexibility in the shape of a freely circular permutation of the various number scqucnccs. 
The chord sketches are extended considerably beyond those used to generate the 
brief fragment performed in 1957-58. Not only are chords derived from the inversion of the 
row, but a further series of sketches exhausts all the possible permutations of the original two. 
and three-note chords contained in the prime form and its inversion, and then procceds to 
apply the same process to the retrograde form of the inversion (Ex. 7.11). The pencil 
manuscript continues the composition a little further before breaking off abruptly (Ex. 7.12). 
Its pitch content is drawn from the extensions of the chord multiplications sketched in 
Ex. 7.1 1, still using only the prime forms of the row. Boulez has identified the pitch content 
in his draft, so it is a simple matter to reconstruct the disposition of the various cells, as 
shown in my annotation of Ex. 7.12. Although dynamic markings are absent from this draft, 
Allen Edwards is right to draw attention to its contrast of register compared to the uniformly 
high tessitura of the opening section. Puzzling questions however remain. As already 
discussed, the pencil sketch is uniform in its handwriting and appearance with no suggestion 
that the continuation was an afterthought. Why then does it break off so suddenly when such 
a wealth of sketch material was available? 
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Boulez's explanation of his conception deepens rather than clarifies the mystery. 
After his throwaway comment concerning "a new elaboration", the article continues: "Pour 
ne pas laisser completement dans I'obscurite cc dernicr fonnant, jc dirai quc son principc 
directeur est base sur la lecture par grille - Sorte dc decryptagc - pcnncttant dc choisir In 
sequence que l'on desire interpreter"(4). This tells us very little. and in fact even less than 
at first appears, since in a lecture at Darmstadt in 1960 entitled 'Notation ct intcrpritation', 
Boulez had described the general problems between notation and realisation in almost 
identical terms: "On peut meme se servir consciemment dc la discrdpancc entre notation et 
realisation, c'est ä dire se servir de cette grille codee qu'cst la notation pour dotnncr un jcu 
entre Ic compositeur et l'interprete, je veux dire que 1'interpr&te rtalise ä son tour 
consciemment ou inconsciemment"(5). Whereas in the case of the two other unfinished 
Formants, the article, 'Sonate, que me veux-tu? ' enables one to reconstruct the proportions and 
likely shape (although in the case of 'Antiphonie' there was to be a fundamental shift in 
Boulez !s thinking after the article was written), there is no indication from the existing 
sketches or drafts that choice was to play an important part in the plan of'Sequcnce'. Could 
it be that his imprecise references to choice stem from a dissatisfaction with the evolving 
shape of 'Sequence' as projected in the sketches - that in its present form it had been 
subsumed into the structure of 'Constellation' which, starting from similar technical 
procedures, had developed into an exhaustive exposition of the possibilities of cellular 
permutation and its capacity to influence the musical structure on every level? His remarks 
on the formant conclude with the baffling observation: "Ce form ant sera done le plus eloigne 
dune forme predetermine, 1'Antiphonie etant, par opposition, celui qui s'en approche Ic 
plus"(6). The link, so it would seem, between the two outer movements was to be one of 
contrast between relatively strict formal parameters and comparative freedom. 
244 
There is however another curious and seemingly superficial link between 'Antiphonic, and 
'Sequence' which may well provide clues as to the envisaged elaboration of the latter, namely 
the reintroduction of barlines in the two outer Formants of the Third Sonata. It was again 
Robert Piencikowski (7) who focussed my attention on this neglected feature of I3oulez's 
notational practice, and the possible significance of its absence from the three central 
Formants of the Third Sonata. Leaving aside its practical function in orchestral scores as a 
means of facilitating reading and alignment of parts, the barlincs in Boulez's music frequently 
function as upbeats, as an intake of breath, before the next musical event. (Their omission 
from the notation of both 'Trope' and 'Constellation' parallels the omission of punctuation 
marks in Mallarme's Un Coup de Dis', and fulfills a similar purpose: to invite the 
reader/performer to engage in a more fluid, less fixed relationship with the text). A further 
examination of the two pen scores of 'Sequence' shows that Boulez has altered details of the 
barring from the otherwise virtually identical version printed in the Strobel tribute (compare 
Exs. 7.1 and 7.9). Not only are bars subdivided in the later copy, but double barlines and 
fermata are employed to isolate single bars within the movement. Such fermata signs were 
employed in the original version of 'Antiphonie', not as a means of indicating a pause, but of 
marking the beginnings of new sections. The significance of these fermata marks only 
became apparent when 'Antiphonie II' was completed, and the operation of choice became 
clear. Could it be that the addition of 
fermata to the later pen score of'Sequcnce' represents 
a series of markers indicating the operation of choice in some as yet unspecified manner? 
In the absence of any further sketches, it is futile to speculate on the possible form such 
an elaboration of 'Sequence' involving the intervention of choice might take. However, 
in 
surveying his subsequent retreat from the use of choice procedures, his elimination of such 
choices in the revised version of 'Improvisation III' from 'Pli selon PIP, and the ever greater 
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notational precision of the revisions of the Char cantatas of the 1940s, one must draw one's 
own conclusions as to the likelihood of Boulez ever completing'Sdquence' in accordance with 
the procedures postulated in 'Sonate, que me vcux"tu? '. Perhaps the reality, as hinted above, 
is that Boulez began to lose interest in a movement whose technical processes had been 
elaborated with transcendental mastery in the central Formant of the work. Or was it that the 
enormous possibilities opened up by the more flexible expansion of serial technique in 
'Antiphonie' led Boulez to reconsider the design of the Third Sonata as a whole, in some as 
yet unspecified form, subsequent to his explanations in 1960? One is left with the tantalising 
thought that both 'Strophe' and Sequence' have been abandoned in the light of changed 
circumstances, and that two perfectly crafted and complementary miniatures will remain 
withdrawn and unavailable for performance in the foreseeable future. 
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CHAPTER EIGHT 
TIIE PUBLICATION OF THE TIIIRI) SONATA 
An unexpected development occurcd at a late stage in this project, ruhen 
Universal Edition responded positively to my request to inspect the material in their 
possession relating to the Third Sonata, and I was able to spend two days at their archive in 
Vienna in the autumn of 1996. Various stages of the proofs for the publication were still 
available together with records relating to the production process, and some correspondence 
and details of telephone conversations with Boulez. It was thus possible to piece together the 
chronology of publication, the details of which shed further light on the circumstances relating 
to the apparent abandonment of the Third Sonata. 
The first stage in the publication of the work was the preparation of proofs for 
'Trope'. The first entry, on 24th July 1958, lists an amount of S. 182 for the production of 
photocopies, which were sent a 
few days later on 28th July to the proof reader, Roman 
Haubenstock-Ramati, for correction. The publication of this Formant was a protracted 
process, with two proofs preceding a 
final corrected proof dated 7.2.61, and publication 
following later the same year. There appear to have been few problems concerning the text, 
with only a few minor discrepancies 
in the proofs, and the printed edition contains almost no 
deviations from Boulez's manuscript. One interesting detail concerns the titles of the four 
sections, which seem only to 
have been inserted at a comparatively late stage: the first listing 
is in June 1960, at a stage when the engraving process had already begun. It will be recalled 
that Boulez's manuscript had simply listed the sections as cc ßy6. The issue of descriptive 
titles seems only a minor matter, until it is remembered that two of thern, 'Commentaire' and 
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'Parenthese', describe sections where the principle of formal mobility is applied. Again we 
are confronted with the vexed question of perfonncr choice in the Sonata. and the issue ns 
to whether it was integral to the conception of the piece. Jcan"Jaqucs Natticz, in his 
introduction to the Boulez-Cage Correspondence, raises the point in relation to the publication 
of excerpts from Mallarme's 'Livre' in 1957: 
"... it is not at all impossible that he [Boulez] had the idea of making the 
components movable after reading Schdrer: since chance would only afTcct the 
ordering of blocks whose text would be otherwise entirely fixed, a few 
elements would suffice to make them mobile. It remains an open question" 
(1) 
Quite so, although Nattiez's subsequent suggestion that Boulez misrepresented the chronology 
of the composition of the Third Sonata and his acquaintance with the 'Livre' is an unworthy 
one. 
In contrast to the comparatively straightforward production of 'Trope', that of 
'Constellation-Miroir' was a fraught process. The demands made on the engravers by a score 
of such complexity was unprecedented, and although the production overall took less time 
than that for'Trope', from a first entry in April 1961 to the publication of the score some two 
years later, the process must 
have been an exhausting one for all the parties involved, not 
least Boulez himself. The first proof was produced in the Spring of 1961, and sent to Boulez 
for correction. It contained an enormous number of errors, which Boulez meticulously 
corrected. These consisted not only of errors of pitch and rhythm, but misplaced and 
imprecise pedal marks, and errors of layout when three staves were used. Under the 
circumstances it is not surprising that occasional inaccuracies, including the notorious final 
B-flat, escaped even his eagle eye. But perhaps the most significant emendations, especially 
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in the light of the discussion in the previous paragraph concerning the concept of formal 
mobility, relates to the directional arrows. Here, Boulez made numerous changes, which 
resulted in a much more flexible arrangement governing the choice of ordering of sections. 
Thus, whilst in Points 2, the proof is identical to the published score in this respect, the more 
flexible ordering available in Points 3 was a comparativcly late addition. ilcrc, the proof 
shows that, originally, group 6 was to be followed invariably by group 8. The addition of 
arrows at this stage allows the choice of interpolating group 7. A new arrow shape, , 
is invented, in order to link together groups 8,9, and 10, whilst the possibility of returning 
to group 3 is closed by eliminating the arrow shape from groups 8 to 10. Thus the 
function of group 3 as a filter, restricting the available orders, is a comparatively late 
decision. A similar adjustment is made in Blocs 1, where the pivotal role of group 7 is 
established by the addition of directional arrows at the end. The uncorrected proof shows 
little evidence of flexibility in the ordering of this section. The choice of following group 4 
by any one of groups 5,6 and 7 was already available, but not the sequences 5-7,6-8, or 3-7. 
These options were all added to the proof by Boulez, as was the troping and interchanging 
of groups 8 and 12 in relation to the grouping 
9-11. However, it is in the twenty groups 
comprising Blocs II that the most adjustment 
is made at this stage, starting with the additional 
arrows to permit the option of commencing with group 
6. The possibility of troping group 
3 between groups 1 and 2 is now made available, and the crucial arrows linking group 7 to 
either the "star" cluster 
(groups 8-12) or to group 13 are added in Boulez's hand to the proof. 
All the possible permutations within the "star" itself are defined at this stage, emphasising its 
pivotal role as a microcosm of the 
freely rotating form of the Sonata as a whole. having 
made these adjustments, Boulez evidently considered the possibility of 
improving the clarity 
of his intentions by introducing 
different sizes of arrows. A note addressed to Ilaubenstock- 
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Ramati appears on the bottom of the first two sheets of the proof: 
"Cher ami, 
Tous les signes de Blocs ct Points r6cipoqucment cn tres gros caract6res. 
Les signes de parcours importants A l'intdricur d'unc Partic importantc dcs 
Points et de Blocs; en caracteres tnoyens. 
Le reste, de ligne ä ligne, (petites parties), cn pctits caract6res. 
Je crayonnai sur la prochaine epreuve ces signes que j'ai beaucoup changts - 
Si cela fini [? ] faits / corrigez d'abord le texte; 
ensuite envoyez-moi une epreuve, je mettrai tout A fait au proprc ces signes dc 
parcours - je crois que ce sera finalement plus simple. 
Amicalement, 
P. B. " (2) 
Within weeks of these corrections being received, along with Boulcz's afterthoughts 
concerning the differentiation of arrows within sections, the proof was dispatched to Univcral 
Edition's manufacturer, the Vienna Printing Company, on 4th October, 1961, with corrections 
marked on the laminated plate proofs. A second black and white proof was duly produced 
and sent to Boulez for 
inspection, and a further series of corrections are dated 24th March 
1962. Already the process must have become frustrating in a number of ways. Even on 
textual issues, errors continued to delay the production. Boulez painstakingly listed 
corrections he had already marked on the 
first proof, principally with regard to the directional 
arrows: presumably the significance of these new notational symbols and the need for 
absolute precision simply escaped the understanding of the producers. Less easily accountable 
are the continuing inaccuracies 
in other areas. Thus at this stage, Boulez asked for the grid 
of tempo indications in Points 
2 to be separated more from the directional arrows. His 
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written emendation, "Separer celle indication dc temps de cello dc Parcours", was duly 
interpreted as an instruction to the performer, and found its way into the engraved 1963 
edition. Although many of the errors of pitch had been corrected in the second proof, small 
discrepancies continued to frustrate all his painstaking efforts. Thus in the final section of 
Blocs I (B12), an incorrect F-sharp is corrected by Boulez to D"sharp in the first proof, only 
for the engravers to fail to register the correction in the second proof. Boulez himself missed 
the discrepancy at this stage, and the error persisted through to publication (Ex. 8.1. x). Even 
more frustrating must have been the failure to notate accurately the repeated left hand chord 
somewhat earlier in the same section (Ex. 8.1. y). In both proofs, Boulez corrected C"sharp 
to C-natural in the second chord, so that it corresponded to the first chord. The response to 
this was to omit the C altogether from both chords in the final colour proof. Boulez spotted 
the error once more, and asked for the restoration of the C-natural in both chords. The 
printer's solution was to revert to the original error, adding C-natural to the first chord, and 
C-sharp to the second. 
The timing of the production was now becoming urgent on another count: 
Universal Edition was to participate in an exhibition at Darmstadt, and was anxious to 
produce a copy of 'Miroir' for display purposes in the music sales room. An additional copy 
of the first correction was dispatched to Boulez on 23rd May 1962, with a covering letter 
from Alfred Schlee, the Director of the publishers: "As your manuscript is still with you for 
correction, we do not have a copy. Today Iwill send you an old proof which Will serve no 
purpose except that one of your pupils can insert the colour groupings in coloured pen". A 
reply from Boulez a month or so later indicates that the proof with indications of coloration 
had been dispatched, and a letter from Schlee dated 30th July requests clarification regarding 
minor details concerning the typeface for indications of tempo and performance directions. 
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Boulez's reply, dated 23rd August, clarifies these matters, and includes a request to be sent 
eight copies of this stage of the proof, as various friends had expressed intcrest in the work. 
In the meantime, on 17th August, the corrected second proofs were dispatched to Ernst 
Friedrich of the printing department. The following month, a third stage of corrections was 
with Haubenstock-Ramati, and on 20th November, Schlee was able to write to I3oulcz 
informing him that 'Miroir' was ready to go to press, and that an introduction was needed, 
giving performance indications, including an explanation of the arrows. Further requests were 
made, detailed in memos dated 30th November, 28th December, and 16th January 1963: on 
both the latter occasions, Boulez evidently promised the information "morgen" (tomorrow). 
The publication records show that the details were finally received by the manufacturer on 
25th March, and it was immediately dispatched to the translator. The following month, the 
proofs were finally sent from Haubenstock-Ramati to Dr. Blaukopf, head of the production 
department for the final stage in the production process, and Schlce was able to inform 
Boulez. in late June that the movement had been printed. 
Already however, over a year earlier, Boulez had evidently been expressing 
concern regarding another question. What progress were Universal Edition making with his 
original design of producing 
both versions of the Form ant, 'ConstelIation' and'Constcllation- 
Mirroir' on reverse sides of the same sheets, as in his manuscript? A letter from Schlee, 
dated 15th May, 1962, is at the same time disarming and highly frustrating: 
"Dear Friend, 
I had forgotten to answer your questions on 'Constellation': we have 
not wished to tackle the engraving of this part of the Sonata before 'Miroir' is 
completed, and it is the case that we expected that in the course of corrections 
to 'Miroir', alterations would come to light which could be taken into account 
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in the new printing. In this way, we wanted to spare you the correction costs. 
In fact this has proved to be the case. 
However, I must now ask you to mark in the new type of arrows 
(whose alteration in 'Miroir' have cause us so much trouble) in the engraving 
copy of 'Constellation' which you still have. As soon as 'Miroir' is corrected, 
it will be pressed. Because of the possibility of the pages sticking to one 
another, it is not possible to print 'Constellation' on the reverse side of'Miroir', 
but both versions will appear without pressed reverse sides. 
Warmest greetings, 
Alfred Schlee" 
This letter, together with the other circumstances surrounding the production of 'Miroir', 
provides clues as to the reasons for the failure to publish the other version of the Formant. 
Leaving aside the mounting costs of the production (the bill for the first stage of proofs alone 
amounted to the considerable sum of 13,446 shillings compared to amounts of S. 182 and 
S. 384 for the initial proofs of'Trope'), there were the enormous practical problems associated 
with the publication, which must have taken up much time at a point in Boulez's career when 
both his teaching and conducting commitments were rapidly expanding. In addition, there 
is the issue of the format of publication. The final stages of colour proofs appear on pages 
which are glued into a continuous whole, following the format of the manuscript. However, 
the practicalities of printing dictated a different solution. Schlee is able to announce to 
Boulez in his letter of 24th June 1963: 
"Dear Friend, 
A few good pieces of news today. 
'Contellation-Miroir is printed in its original form. We decided 
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after much experimenting to print the work in scparatc pagcs 
without a margin. The reason for this is that difficulties occur 
whatever type of join is used, which result in unsurmountable 
obstacles for the pianist. Separate pages can be placed next to 
one another so that at all times he has two pages in front of his 
eyes, just as you yourself do when you play the Sonata. The 
pages are printed loose so that anyone who does not wish to use 
a copy in performance will be able to obtain it in the form we 
originally envisaged from a bookbinder". 
How Boulez reacted to this particular piece of "good news" is not recorded. I lo%vcver, as any 
pianist who has attempted to work 
from the printed score is aware, the format is a totally 
impractical one for performance purposes, and undermines Boulez's intention that the various 
available routes through the score could be freely chosen 
during performance. Nonetheless, 
despite all the problems associated with the production of 'Miroir', Universal Edition was 
evidently prepared to honour 
its agreement to print both versions of the Formant. A brief 
letter from Schlee to Boulez on 10th August 1963 makes the following reference: "As agreed, 
I am sending you the manuscript of 
'Constellation' so that you can put in the arrows". This 
is consistent with the letter quoted above, of 15th May, 1962, that the printing of 
'Constellation' would be facilitated after an accurate version of 'Miroir' had been produced. 
However there are no further records of production work on 'Constellation', so it must be 
assumed that the decision to abandon the project, at 
least for the present, rested with Boulez. 
He may well have decided at this point to delay publication until such time as the Formant 0; 1 - 
could be reproduced in the 
form which he had originally envisaged. 
If this is indeed the case, it again raises the issue of performer choice, and the extent 
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to which Boulez was committed to it as a structural principle. The changes and additions to 
the directional arrows at proof stage support the theory that pcrfonner choice gradually 
assumed an enhanced role in Boulez's concept of the structure of the Third Sonata, whilst at 
the same time lending support to the seemingly contradictory view that he retained control 
over all the most important compositional decisions. The greater range of permutations now 
available gives the structure a more flexible shape on a local level without in any way 
affecting its overall coherence. One might even argue that the lateness of these changes 
reduces them to the status of an afterthought - that performer choice, whilst integral to the 
conception, is the least important compositional element in'Constellation'. On the other hand, 
there is the viewpoint that, since Boulez himself gave the first performances, this was an 
aspect of the score which did not need precisely detailed instructions in 1957-58; that, as with 
ornamentation and cadenzas in eighteenth century music, such precision was only required 
at the point when the composer himself ceased to become directly involved in performances. 
Certainly by the time of the publication of 'Sonate, que me veux-tu? ' in 1960, Boulez had 
committed himself in print not only to the precise role of performer choice in the Third 
Sonata, but even to the format of the printed score. It must have been doubly galling for him 
to have his wishes thwarted on technical grounds by his publishers, and the effects of this 
frustration may well have had far reaching consequences in other ways. 
A surprising feature of the printing records in the archive of Universal Edition was the 
existence of a sheet recording the various stages 
in the production of Form ant 1, 'Antiphonie'. 
The evidence at the Paul Saher Stiftung had indicated that sections of the movement had 
indeed been sent to Vienna for printing, but only the brief extract, 'Sigle', had ever appeared, 
and that as part of a separate anthology rather than as a continuation of the publication of 
Formants 2 and 3. Yet the records indicated that as early as March 1960, i. e., towards the 
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end of the printing of 'Trope' but before that for'Miroir' had begun, the first stages in the 
production of'Antiphonie' were underway, with four sheets of proofs scnt from I Icrr Friedrich 
of the printing department to Roman Haubenstock-Ramati for correction. Plate engravings 
were ready later the same year, and a separate entry on 1 Sth October lists the amount of 
S. 1968 as being the expenses of the Vienna Engraving Company for the production of four 
plates at S. 492 per plate. Further correction of proofs followed over the next two years, 
overlapping the work on 'Miroir', and an entry on 15th November 1962 indicates that the 
proofs were with the manufacturer and were ready for printing. 
The long-forgotten proofs of 'Antiphonie' were eventually located in the store of 
Universal Edition, and proved to consist of the version completed prior to 1960 of the five 
sections of'Antiphonie I', and its varied counterpart, 'Antiphon ie II', here described as'Rapons 
1 and 2'. The sections are disposed on four large sheets of paper, precisely as described in 
'Sonate, que me veux-tu? ', although the article goes into more detail concerning the eventual 
format of the movement, which was to be published on cardboard strips, printed on both sides 
in order to facilitate the operation of performer choice. Again, Boulez has fixed in advance 
the details of the layout without anticipating any practical difficulties in the production 
process. The available proofs consist of two corrected copies, although the later one is 
marked as 'third correction', suggesting that there may have been an intervening stage. 
Corrections are in Haubenstock-Ramati's hand rather than Boulez's, but the final proof is 
commendably accurate, being virtually 
identical to the manuscript in the Paul Sacher Stiftung. 
The immediate question which arises is: why go to the considerable expense of producing 
these proofs if the project was to be aborted? 
In between the first stages of the production of 'Antiphonie' in 1960, and the final 
correction of the proofs in 1962, Boulez's concept of the Formant had changed dramatically, 
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judging by the available evidence in Basel. We have observed a vast expansion in the design, 
with four projected 'Conduits' or 'Traits' now forming the central panels of the enlarged 
structure. Reexamination of the correspondence relating to'Miroir' makes it is evident that 
Universal Edition were kept informed of a modification to the original plan. Thus in the 
same month that the original form of 'Antiphonie' was ready for printing, a memo from 
Schlee dated 30th November 1962 indicates that Boulez had promised to send not only the 
explanations for 'Miroir' mentioned above, but also "die fehlenden Stöcke fur Fonnant I". 
These "missing pieces for Formant I" can only refer to the 'Trait Initial' and 'Premier Trait 
Median', which are again mentioned in Schlee's increasingly agitated memos of 28th 
December and 16th January. Presumably the new sections for'Antiphonie' were awaited by 
Universal Edition with as much anxiety as the explanations for'Miroir', since the production 
of the first Formart had commenced a year before that for'Miroir' and had already spanned 
a period in excess of two and a half years. Boulez was unable to keep his promise to 
complete the work prior to his departure 
for America, although, as we have seen, 'Trait Initial' 
at least was completed during the 
first part of 1963. The year was a significant one in 
Boulez's career, with the enormous challenge of his first major operatic conducting 
engagement, that of 'Wozzeck' at the 
Paris Opera, scheduled for November. The previous 
month, Boulez evidently met with 
Dr. Alfred Kalmus of UE, London, and two representatives 
of UE, Vienna, Haubenstock-Ramati and 
Herr Hartmann. The discussion, judging from Dr. 
Kalmus's notes of the meeting, dated 31st October, was evidently wide ranging, clarifying the 
structure of 'Pli Selon Pli', but also containing the 
following reference: 
"Sonata III - First Part - Antiphonie 
A definite date for the completion of this part of the work cannot yet be given. 
However, with regard to the third part, 'Constellation', the composer will return 
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the proofs before the end of December". 
Proofs of 'Sigle' were made in due course, prior to its publication in 1968, but a note in the 
printing records dated 23rd March 1964 indicates that the rcmaindcr of the material relating 
to 'Antiphonie' was to be held in store for hire purposes. To all intents and purposes, at least 
as far as Boulez was concerned, the publication had been abandoned. Schlee, however, 
persisted: as late as 1971, in a letter dated 20th July, he pcrscrveres in his enquiries 
concerning both 'Antiphonie' and 'Constellation': 
"Dearest Friend, 
It will be tiresome for you, but I must ask again why you do not write and 
send me the few bars missing in 'Antiphonie' of your Third Sonata. Equally, 
'Constellation' with the directional signs supplied is still lacking. Putting them 
in is, however, a lot of work which you, presumably, will not be able to do in 
the near future. Do you think it possible that Tabachnik or another with 
sufficient information from you would be able to work out the arrows? " 
The considerable interlude that had passed since the last available correspondence bctwccn 
Boulez and Universal Edition concerning the Third Sonata argues that other, verbal 
communciations are likely to have taken place in the intervening period. The letter is very 
interesting in other respects. Clearly, Schlee had no inkling of the extent to which Boulez 
had modified the structure of 'Antiphonie': the "few bars missing" consist of four large 
sections, only one of which had been completed. Similarly, Schlee is under a 
misapprehension concerning the directional arrows in 'Constellation': whilst the order of the 
six sections is reversed in 'Miroir', it was never Boulez's intention that the retrograde should 
01 - 
be applied within sections, as is conclusively demonstrated by the order of sketches. In fact, 
to have inserted the directional arrows in 'Constellation' would be a simple process of copying 
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from the existing score of 'Miroir', with small adjustments at the end of sections. Claude 
Helfer has recorded the 'Constellation' version, presumably with the composer's approval, and 
with the minimum of adjustment from the published score of'Miroir'. One is forced to the 
conclusion on the available evidence that it was Boulez's decision to stall on the matter, and 
that he had lost interest in proceeding further with publication of the Third Sonata. 
In seeking explanations for the change in Boulez's attitude, it is certainly the case that, 
since the publication of 'Miroir' in 1963, his international conducting career had expanded 
enormously, with his first appearances at Bayreuth in 1966, and culminating in his 
simultaneous tenure of the posts of Chief Conductor of the BBC Symphony Orchestra and 
the New York Philharmonic by 1971. Yet it would be facile to conclude that such new 
commitments were the prime reasons for the fate of the Third Sonata. An equally strong 
reason could well be the incapacity of Universal Edition to produce the work in the form he 
wished. This must have been particularly frustrating in the case of the two versions of 
'Constellation', the format of which he had described precisely in 'Sonate, que me veux-tu? '. 
As Boulez worked on the expanded version of 'Antiphonie' in 1963, he must have realised 
that the plan to produce both 'Trait initial' and 'Premier Trait Median' on reverse sides of the 
same sheet could well run into the same difficulties as had the production of 'Constellation'. 
Such was the scale of the two 'Traits' that they could not possibly be contained on a single 
sheet of paper, in which case all the same excuses for the failure to produce both versions of 
'Constellation' at the same time would be used again. The problem was even greater with 
regard to 'Antiphonie', since the 
design was entirely based on the principle of alternative 
versions of sections of different lengths, from the tiny 'Sigle' through to the enormous Traits'. 
Clearly, there is no one explanation for the disruption of the planned publication of the Third 
Sonata, and the apparent abandonment of further work on the piece after the middle of 1963, 
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but all of these factors, combined with Boulez's increasingly ambivalent stance towards the 
direction of contemporary music during the 1960s, must have played a part. 
Although the unresolved issues relating to the Third Sonata rcsultcd in his 
abandonment of the piano as a solo instrument, Boulez continued to assign it an important 
role in his later works. 'Eclat', his next major ensemble work, begins with a piano cadenza, 
the style of which is remarkably similar to that of the'antiphonics vertieaics' of'Trait Initial'. 
This is unsurprising, especially in view of its proximity of composition to the final stages of 
work on the Third Sonata. The original version of Eclat was completed in 1965, but its 
expansion, 'Eclats multiples', is still incomplete, despite the appearance of several extended 
versions. Boulez's apparent intention is to conclude the work with a resolution of the 
opening piano cadenza. This use of the instrument in a soloistic role is continued in'Upons', 
the principal achievement of his years at IRCAM. Mention was made in the chapter on 
'Antiphonie' of the links, both structural and textural, between'Repons' and the Third Sonata. 
The additional dimension acquired by each of the six solo instruments in'Repons', as a result 
of their interaction with the 4X computer programme, transforms the piano into a vast 
resonating chamber, which both recalls and transcends its treatment in 'Constellation'. Yet, 
'Repons', like so many of the works succeeding the Third Sonata, is in an unresolved state of 
continuing expansion. At last, 
in 1994, Boulez seemed to have returned to the piano as a solo 
instrument, producing a short, three-minute piece entitled 'Incises'. The piece has recently 
been issued on CD, but, in the meantime, Boulez has evidently had second thoughts. In April 
1996, at a concert in Basel celebrating the ninetieth birthday of Paul Sachcr, Boulez 
conducted an ensemble version of 
'Incises'. Now, the original piano solo version became a 
cadenza prefaced by a short introduction, and was effectively concluded by a vigorous coda, 
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the whole piece lasting some ten minutes. Even this is apparently a provisional version, and 
the indications are that Boulez intends to develop the piece further. Perhaps the cvcntual 
result will be the major work for piano and ensemble, first projected in the mid 1950s, during 
the time that the Third Sonata was conceived. 
Hence the pivotal role of the Third Sonata in any consideration of 13oulcz's subsequent 
development. The stylistic evolution of his music during the time of its composition resonates 
throughout his subsequent works, and the directions which it established remain a profound 
influence on his most recent music. Yet it would be foolish not to acknowledge that the 
gains, both in the comprehensive development of serial permutation and new principles of 
formal organisation, are offset by losses. The principle of formal mobility, explored for the 
first time in the Third Sonata, has influences both positive and negative on his later music. 
The loosening of structural bonds creates a series of unforeseen problems in terms of defining 
the boundaries of the piece. So many major projects remain in a state of seemingly 
permanent flux, and Boulez's oeuvre 
increasingly presents the commentator with the paradox 
that this most decisive of thinkers has produced a growing list of works which seem unlikely 
ever to resolve into a single 
definitive version. In a recent speech (3), Boulez acknowledged 
that, had he not spent time on conducting and other activities, he might well have composed 
more - although, characterically, 
he added that a musical career must be seen as an entity 
rather than consisting of elements which can 
be evaluated independently. The question, in 
the light of the Third Sonata and of subsequent incomplete works, is not so much whether he 
would have composed more, but whether a greater concentration on composition would 
have 
resulted in the completion of some of the unfinished projects. The matter 
is speculative, but 
one is drawn to the conclusion that the lure of the open-plan work, with its allusions to 
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Boulez's literary heroes, Joyce and Mallarme, has profoundly influcnccd his crcativc thinking 
in the aftermath of the Third Sonata. Perhaps the final words on this open question belong 
to Boulez himself, as he introduces in the article 'Sonate, quc me vcux-tu? ' the new world of 
formal mobility to be explored in the Third Sonata: 
"Pourquoi composer des oeuvres destinees a titre rcnouvclkcs A chaque 
execution? Parce qu'un deroulement fixe d'une maniere definitive m'a paru ne 
plus coincider exactement avec l'etat actuel de la pensce musicale, avcc 
1'evolution meme de la technique musicale qui, ä vrai dire, sc tourne dc plus 
en plus vers la recherche d'un univers relatif, vers une decouvertc pcrmancntc - 
comparable ä une 'revolution permanente"' (4). 
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